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PREFACE. 


In  presenting  to  the  public  "Peters'  Eclectic  Piano- 
forte School,"  revised  and  improved,  the  Author  desires 
to  state  briefly  his  motives  for  adding  one  more  to  the 
many  valuable  instruction  books  already  in  the  market. 

There  is  a  large  and  increasing  demand  for  a  Piano- 
forte Instruction  book,  in  which  the  Elements  of  Music, 
the  value  of  the  Notes,  the  divisions  of  Times,  and  the 
exercises  and  studies  are  more  pleasing  and  inductive. 

The  point  aimed  at  has  been,  to  supply,  as  far  as 
possible — without  increasing  the  price  usually  charged 
for  works  of  a  similar  description — the  deficiencies  com- 
plained of.  To  this  end,  the  best  authorities  have  been 
consulted,  and  the  author  giving  the  most  satisfactory 
explanation  of  the  particular  subject  under  discussion,  has 
been  adopted. 

As  the  title  page  indicates,  the  materials  for  "  The 
Eclectic  Piano-forte  School"  have  been  selected  from 
various  sources.  In  making  the  selections,  great  care 
has  been  taken  to  cull  from  those  composers  only,  whose 
published  works  have  received  the  seal  of  public 
approval. 

There  can  be  no  doubt  that  the  student  will  be  more 
benefitted  by  studying  the  works  of  a  dozen  good  com- 
posers, than  by  confining  himself  to  the  compositions  or 
arrangements  of  any  one  of  the  number.  To  avoid  the 
mannerism  consequent  to  those  who  confine  themselves 
to  the  writings  of  some  particular  author,  the  matter  in 
the  Eclectic  has  been  selected  from  the  works  of  the 
rich  galaxy  of  names  that  adorn  the  title  page. 

The  various  exercises  and  pieces  are  arranged  in  a  pro- 
gressive order ;  yet,  the  age  or  talent  of  the  pupil,  or  the 
necessity  of  eradicating  some  bad  habit  or  incorrect  mode 
of  fingering,  may  render  it  expedient  for  the  teacher  not 
only  to  deviate  from  the  course  laid  down,  but  to  intro- 
duce such  other  pieces,  as  will  correct  the  evil. 

The  Author  by  no  means  desires  to  create  the  im- 
pression, that  the  pupil,  having  mastered  the  contents  of 
this  work,  has  completed  his  musical  education  ;  yet,  it 
is  believed  that  he  will  have  acquired  a  sufficient  degree 
of  knowledge  and  skill  to  perform  the  classic  works  of 


Cramer,  Clementi,  Hummel,  Haydn,  Mozart,   Beethoven, 
&c,  many  of  whose  works  are  published  in  this  country. 

The  rules  given  for  the  most  correct  mode  of  fingering — 
the  exact  performance  of  the  Appoggiatura,  the  Acciac- 
catura,  the  Trill,  &c. — will,  it  is  hoped,  be  found  both 
useful  and  interesting. 

The  student  is  particularly  referred  to  "  The  Elements 
of  Thorough-Base,"  in  the  Appendix;  it  is  merely  in- 
tended, however,  as  an  introduction  to  the  works  of 
Czerny,  Marx,  Weber,  Burrowes,  &c;  yet  it  is  believed 
that  the  explanations  given  will  throw  some  new  light 
on  this  most  important  branch  of  a  good  musical 
education. 

In  the  former  editions  of  the  Eclectic,  a  series  of  easy 
and  progressive  songs  were  added.  To  meet  the  wishes 
of  many  teachers,  sone  of  these  songs  have  been  trans- 
ferred to  two  smaller  works,  entitled  "  Sofge's  Piano-forte 
School,"  and  "Peters'  Melodeon  School." 

In  the  present  edition,  twenty  four  pages  have  been 
added  as  an  appendix.  "DiabelKs  Melodious  Exercises  for 
Teacher  and  Pupil "  should  be  used  supplementary  to  the 
Twenty  Favorite  Melodies  ending  at  page  43.  The  "Favorite 
French  Air"  is  intended  as  a  continuation  to  the  Progressive 
Recreations  on  popular  Melodies  ending  at  page  69.  The 
"  Grande  Valse  Brillante'1  may  be  used  after  study  No.  8, 
ending  with  page  121,  and  the  "Exercises  in  Velocity  by 
Czerny"  are  intended  as  daily  exercises,  to  be  used  at  6uch 
times  as  the  Teacher  may  direct. 

In  conclusion,  the  Author  would  state,  that,  in  his 
opinion — based  on  a  twenty  years'  experience  as  a  Piano- 
forte Teacher — the  foundation  of  a  thorough  musical  edu- 
cation consists :  First,  In  the  ability  of  the  Pupil  t 
analyze  a  composition  before  performing  it,  by  pointim 
out  to  the  Teacher  the  key,  the  mode  and  the  number  of 
counts  to  be  made  in  each  measure ;  Second,  To  count  the 
time ;  Last,  To  count  aloud.  The  basis  being  thus  firmly 
laid,  the  superstructure,  with  the  aid  of  a  competent 
Teacher,  will,  in  time,  be  developed  in  all  its  beautiful 
proportions. 


THE   ELEMENTS   OE   MUSIC. 


THE  NOTES,  THE  CLEFS,  AND  THE  GAMUT. 

All  musical  sounds  which  the  ear  can  emhrace,  have  been  de- 
termined, noted,  and  classified.  They  are  called  by  these  seven 
words :  do,  re,  mi,  fa,  sol,  la,  si ;  or  by  the  letters  C,  D,  E,  F,  G, 
A,  B. 

Each  of  these  different  sounds,  as  well  as  the  characters  which 
represent  them,  bear  the  generic  term  of  Note. 

The  notes  are  written  on  or  between  five  parallel  Lines,  which  form 
a  Stave.     The  intervals  between  the  lines  are  called  Spaces. 
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Leger  Lines  are  written  above  or  below  the  stave,  when  those  of 
the  stave  are  insufficient. 


LEGEB  LINES  ABOVE. 


LEGEB   LINES  BELOW. 


The  notes,  without  regard  to  their  form,  are  distinguished,  as  to 
mere  sound,  by  their  position  on  the  stave.  To  establish  their  names, 
it  is  also  necessary  that  a  sign,  called  a  Clef,  should  be  placed  at  the 
beginning  of  each  stave. 


CLEF   OF  SOL,  or  ft, 
or  TBEBLE  (IKE. 


CLEF  OF  FA,  or  F, 
or  BASS  CLEF. 
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Examples  of  the  Clefs  of  Sol,  or  G,  and  Fa,  or  F,  which  are  the 
Ones  generally  used  in  modern  Music. 

GABCDEFGABC  DEF 

sol    la     si     do     re     mi     fa     sol    la     si    do     re     mi     fa 


*  ♦   -r  + 

GFEDCBAGF 
sol    fa    mi    re     do     si    la     sol    fa 


FGABC      DEFG 
fa     sol     la     si     do     re     mi     fa     sol 


m 


FEDCBAGFEDCBAGF 
fa    mi    re     do     si     la     sol     fa    mi    re    do    si     la     sol  fa 


The  union  of  these  seven  notes  in  their  regular  order,  with  the 
repetition  of  the  first,  forms  the  Gamut. 


m 


ft 


Piano-Forte,  Melodeon,  and  Organ  Music,  is  written 
on  two  staves  connected  by  a  Beace  ;  the  upper  stave 
serves  for  the  Clef  of  sol,  or  G,  and  the  lower  for  that 
of  fa,  or  F. 


t,  Guitar,  &c,  isyvU 


Music  for  the  Flute,  Violin,  Clarionet, 
written  in  the  sol,  or  G  Clef.    The  Brace  is  used,  how-< 
ever,  in  Duetts,  for  two  Flutes,  Violins,  &c. 
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MUSICAL  NOTATION. 

Musical  notation  is  the  art  of  delineating  to  the  eye  sounds,  silence, 
and  rhythm. 

To  represent  the  complete  ladder  of  musical  sounds,  it  is  agreed 
upon  to  use  five  parallel  horizontal  lines,  which,  together,  are  denomi- 
nated the  Stave.  It  will  be  seen  that  the  lines  and  spaces  are  counted 
from  the  lowest  upwards.  The  small,  round  dots,  black  or  white, 
which  are  traced  on  the  lines  and  spaces,  are  called  Notes,  and  repre- 
sent the  intonation  of  sounds. 


EXAMPLE. 
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EFGABC        DEF 

It  may  be  easily  conceived  that  five  lines  cannot,  in  themselves, 
contain  all  the  notes  of  the  musical  ladder,  which  is  composed  of 
seven  octaves.  To  render  them  sufficient,  three  modes  have  been 
adopted :  first,  additional  lines  ;  secondly,  Clefs ;  thirdly,  Sharps  and 
Flats. 

Additional  lines  are  only  an  accidental  supplement  to  the  lines  of 
the  stave,  when  they  of  themselves  are  not  sufficient ;  that  is  to  say, 
when  the  sounds,  acute  or  grave,  ascend  or  descend  beyond  its  com- 
pass. Each  serves  but  for  one  note,  and  they  are  traced  parallel 
with  the  stave,  of  which  they  mark  the  distinction. 

EXAMPLE. 
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Clefs  are  an  ingenious  mode  of  avoiding  a  multiplicity  of  additional 
lines ;  and  thus  of  facilitating  the  reading  of  music  by  restoring  to 
the  stave  the  sound  which  would  go  beyond  its  limits. 


The  rhmfiitary  matter  it  taken  from  HUNTEN  &  HERZ. 


Music  for  the  Piano-Forte  is  'written  on  two  staves ;  one  in  the  G 
or  Treble  clef,  the  other  in  the  F  or  Bass  clef.  The  following  example 
indicates  the  form  and  position  of  each  clef. 


a  or  Treble  Clef. 


F  or  Bass  Clef. 
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The  0  clef,  placed  on  the  second  line,  transfers  to  the  stave  those 
aounds  which  are  acute,  and  indicates  the  note  G. 


The  F  clef  placed  on  the  fourth  line,  transfers  to  the  stave  those 
sounds  which  are  grave,  and  indicates  the  note  F.  The  accolade  or 
brace,  which  unites  the  two  staves,  expresses  the  agreement  and  si- 
multaneousness  of  the  sounds  and  bars  which  they  contain. 

The  C  clef  transfers  to  the  stave  those  sounds  which  are  interme- 
diate; but,  being  no  longer  used  in  piano-forte  music,  we  abstain  from 
describing  it. 

Any  clef  whatever,  by  fixing  the  name  and  place  of  a  single  note, 
determines  the  names  and  places  of  all  the  others,  since  they  follow 
each  other  invariably,  in  the  direct  or  inverse  order  of  the  scales ; 
thus,  taking  all  the  degrees,  ascending  or  descending,  of  a  seven-octave 
piano,  commencing  and  ending  on  C,  we  obtain  the  following : 


SCALE    OF    SEVEN    OCTAVES 
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4th  octave. 


6th  o< 


octave, 

8va.<«*- 
5th  octave,    m  i#b«p«»«wi 
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7th  octave. 
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1st  octave. 


2nd  octave. 
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3d  ortave. 
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The  scale,  as  we  have  said,  is  composed  of  five  tones  and  two 
semitones,  which  make  twelve  semitones  for  the  entire  scale.  By  the 
aid  of  Sharps  (#),  and  Flats  (b),  the  whole  musical  ladder  may  be 
represented  in  semitones,  without  augmenting  the  number  of  lines  in 
the  staff. 

The  sharp  elevates,  and  a  flat  lowers,  the  note  which  it  precedes 
a  semitone.  A  Natural  (fc|)  annuls  the  effect  of  a  sharp  or  flat,  and 
restores  to  a  note  its  natural  intonation. 

We  have  observed  that,  in  the  Scale  of  C,  the  two  semitones  are 
placed,  one  between  the  third  and  fourth  degrees,  the  other  between 
the  seventh  and  eighth. 


EXAMPLE. 
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lit  semitone. 


2nd  semitone. 


To  bring  the  scales  of  D,  E,  F,  G,  A,  and  B,  to  the  type  of  the 
scale  of  C — that  is  to  say,  to  give  to  the  two  semitones,  in  every  scale, 
the  rank  they  occupy  in  the  scale  of  C — we  use  sharps  and  flats. 

By  means  of  these  signs,  every  scale  is  assimilated  to  the  scale  of 
C,  and  presents  the  same  order  of  intervals.  Thus,  we  assimilate 
the  scale  of  G  to  that  of  C  by  elevating  F  a  semitone,  by  means  of  a 
sharp. 

EXAMPLE. 


1st  semitone. 


2nd  semitone. 


We  assimilate  the  scale  of  B  flat  to  that  of  C  by  lowering  the  B 
%nd  the  E  a  semitone,  by  means  of  flats. 


EXAMPLE 
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1st  semitone. 


2nd  semi. 


In  order  to  avoid  the  repetition  of  the  sharps  and  flats  which  de- 
termine the  key,  throughout  the  whole  of  a  piece  of  music,  they  are 
placed  after  the  clef,  and  thereby  announce  that  the  notes  which  cor- 
respond to  them,  by  their  position  on  the  stave,  must  be,  in  every 
octave,  elevated  or  lowered  a  semitone,  unless  a  natural  should  ap- 
pear to  replace  them. 

Sharps  succeed  each  other,  and  are  placed  after  the  clef,  by  as- 
cending fifths,  beginning  from  F  sharp. 

EXAMPLE. 

F#,  C#,  G#,  D#,  A*,  E#,  B#. 

Flats  succeed  each  other  by  descending  fifths,  beginning  from  B 
flat ;  so  that  their  order  is  contrary  to  that  of  sharps. 

EXAMPLE. 

Bb,  Eb,  Ab,  Db,  Gb,  Cb,  Fb. 

Sharps  and  flats  are  also  employed  accidentally  in  the  course  of 
a  piece  of  music ;  in  such  cases,  their  effect  is  confined  to  the  bar  in 
which  they  may  be  found.  However,  when  the  last  note  of  a  bar  is 
preceded  by  a  sharp  or  flat,  and  prolonged  into  the  following  bar, 
the  effect  of  the  sharp  or  flat  accompanies  it  without  the  necessity  o 
repeating  the  sign. 

EXAMPLE. 


Certain  rules  in  harmony  require  the  employment  of  the  Double 
Sharp  (X),  which  elevates  a  note  two  semitones ;  and  the  Double  Flat 
(bb),  which  lowers  it  two  semitones.  These  double  signs,  being 
purely  accidental,  are  never  placed  after  the  clef. 

la  general,  those  notes  only,  already  affected  by  the  simple  sharp 
or  flat,  receive  the  double  sharp  or  flat ; l  and  once  marked  with  these 
double  signs,  the  natural  can  only  restore  them  to  their  anterior  state 
of  simple  sharp  or  flat  notes ;  thus  we  understand  the  signs  fc]#,  tt  b, 
natural  sharp,  natural  flat. 
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OF    KEYS. 

A  key  is  the  situation  of  a  scale  with  regard  to  the  distribution 
of  the  tones  and  semitones  of  which  it  is  composed.  There  are  two 
keys,  the  Major  and  the  Minor.  The  major  key  is  that  in  which  the 
third  note  of  the  ascending  scale  forms  a  major  third  with  the  tonic ; 
the  minor  key  is  that  which  forms  a  minor  third. 

The  major  third  is  the  interval  of  two  tones ;  the  minor  third, 
the  interval  of  a  tone  and  a  semitone. 


$ 


EXAMPLE. 

Tonic— Major  Third.  Tonic  — Minor  Third. 
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Major  Key. 


Miner  Key. 
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There  is  between  two  keys  another  characteristic  difference ;  in 
the  major  keys,  whether  the  passages  or  phrases  be  executed  in  the 
ascending  or  descending  order  of  the  scale,  the  same  series  of  intona- 
tions are  used ;  in  the  minor  keys,  the  intonations  are  changed,  inas- 
much as  the  sixth  and  seventh,  which,  in  the  ascending  scale,  are 
major,  become  minor  in  the  descending.2 


EXAMPLE. 
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Every  major  key  has  a  relative  minor,  and  every  minor  key  a  re- 
lative major.  The  relative  of  the  major  key  is  situated  a  minor  third 
below  the  tonic  or  key-note ;  so  that  the  key  of  C  major  has  A  minor 
for  relative,  and  the  key  of  A  minor  has  C  major  for  relative.  In 
the  same  manner,  the  relative  of  G  major  is  E  minor ;  and  that  of  E 
minor  is  G  major,  and  so  on  with  every  other  key. 

The  major  and  minor  keys  being  bound  together  by  a  relation  of 
common  harmony,  the  sharps  and  flats,  indicating  the  major  key, 
serve  equally  for  that  of  the  relative  minor,  as  may  be  seen  by  the 
following  examples : 

C  Major  or  A  Minor.  G  M:ijor  or  V.  Minor.  D  Major  or  B  Minor. 
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A   Mnjor  or  Fj  Minor.  E  Major  or  ("Jf  Minor.  B  Major  or  G$  Minor. 

•  When  the  *  or  J?  affects  a  note  already  sharp  or  flat,  it  merely  elevates  or  lowers 
it  a  semitone. 

*  The  minor  scale,  ascending  or  descending,  is  subject  to  certain  variations,  of  which 
*e  shall  speak  in  the  chapter  relating  to  scales. 


l'J  Major  or  Djj  Minor. 


*&£= 


CJ  Major  or  Ajj  Minor 


itfa^jp 


F  Major  or  D  Minor. 
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Major  or  G  Minor. 


E[,  Major  or  C  Minor.  AU  Major  or  F  Minor. 


G\)  Major  or  EJ,  Minor 


wmmmm^ii 


DJ,  Major  or  Bj,  Minor.  G|>  Major  or  E[,  Minor.  C[,  Major  or  A[,  Minor. 

But  the  number  of  sharps  or  flats  placed  after  the  clef  being  in- 
sufficient to  distinguish  the  major  keys  from  their  relative  minors, 
and  the  converse,  the  musical  feeling  acquired  by  habit,  is  the  best 
guide  to  follow  in  this  respect. 

However,  there  is  an  important  way  generally  applicable,  by 
which  this  distinction  may  be  made.  It  consists  in  observing  whether 
the  leading  or  sensible  note  of  the  minor  key  makes  its  appearance 
on  the  first  bar ;  in  such  cases,  the  key  is  minor.  Whether  major  or 
minor,  it  may  be  known  by  the  tonic,  which  appears,  in  general,  at 
the  beginning  and  end  of  a  piece  of  music. 

OF    THE    DIATONIC,    CHROMATIC,   AND 
ENHARMONIC    SYSTEMS. 

Musical  sounds,  considered  with  regard  to  intonation,  comprehend 
three  systems  or  kinds,  the  Diatonic,  Chromatic,  and  Enharmonic. 

The  diatonic  system  is  based  upon  the  natural  intonations  of  the 
scale ;  the  chromatic  sjrstem  on  the  usage  of  semitones  represented 
by  sharps  and  flats ;  and  the  enharmonic  system,  on  the  change  of  the 
name  and  degree  of  notes,  without  changing  their  intonation :  I  say, 
without  changing  it;  for,  though  the  voice  and  instruments  with  move- 
able intonations,  such  as  the  flute,  violin,  &c,  can  make  so  slight  a 
difference  felt,  the  Piano-Forte,  an  instrument  with  fixed  intonations, 
is  incapable  of  expressing  it. 

EXAMPLE    IN    THE    THREE    SYSTEMS. 

Diatonic  Chromatic. 


Enharmonic. 

OF  DURATION  OF  SOUNDS  AND  OF  SILENCE. 

Hitherto,  we  have  only  spoken  of  the  extent  and  divisions  of 
musical  sounds,  of  their  notation,  and  of  their  intonation  with  regard 
to  the  keys  and  systems  to  which  they  belong.  We  shall  now  treat 
of  the  duration  of  sounds  and  of  silence. 

Musical  effect  is  indebted  as  much  to  the  employment  of  silence 
as  to  the  combination  of  sounds  ;  for,  whatever  space  of  time  we  ma}T 
allot  to  the  prolongation  of  sound,  may  also,  in  an  equal  degree,  be 
conceived  of  the  prolongation  of  silence.  Hence  the  necessity,  in 
writing  music,  of  signs  to  mark  the  duration  of  silence,  equivalent  to 
those  which  stand  for  the  duration  of  sounds.  Both  may  be  reduced 
to  a  common  system :  weshall  explain  them  simultaneously,  and  give 
an  example  in  which  both  are  combined,  in  order  to  make  their  anal- 
ogy the  more  striking. 

The  duration  of  sounds  and  of  silence  is  divided  into  relative  du 
ration  and  absolute  duration. 
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RELATIVE    DURATION. 

By  relative  duration  is  understood,  that  which  a  sound  has  in  com- 
parison with  other  sounds,  or  a  rest  (or  silence)  with  other  rests.  It 
is  independent  of  the  movement.  Thus,  whatever  the  degree  of 
quickness  or  slowness  indicated,  the  sounds  and  rests  remain,  with 
regard  to  each  other,  in  the  proportion  indicated  by  the  following 
table  of  their  relative  duration,  and  the  signs  which  represent  it. 


Whole  Note, O 


r 
r 
f 

i 

When  two,  three,  or  more  eig 
sixty-fourth  notes  follow  each  other, 


Half  Note, 

Quarter  Note,  .  .  . 
Eighth  Note,  .... 
Sixteenth  Note,  .  . 
Thirty-second  Note, 
Sixty-fourth  Note, . 


.  or  Semibreve. 

.  or  Minim. 

.  or  Crotchet. 

.  or  Quaver. 

.  or  Semiquaver. 

.  Demi-semiquaver. 

.     or  Hemi-demi-semiquaver. 

hth,  sixteenth,  thirty-second,  or 
they  are  joined  together,  as : 


Eighths. 


Sixteenths 


Thirty-seconds.     Sixty-fourths. 


fer=*=* 


RESTS. 
Whole.       Half.        Quarter.        Eighth.        Sixteenth.    Thirty-second.    Sixty-fourth. 
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TIME  TABLE  OF  NOTES  AND  RESTS. 


A  Whole  Note 

is  equal  to 

two  Halves. 

r    r 

■— 

A  Half 

is  equal  to 

two  Quarters. 

rrr 

r     r 

A  Quarter 

is  equal  to 

two  Eighths. 

ffp 

r 

1       7 

An  Eighth 

is  equal  to 

two  Sixteenths. 

5p5 

7 
?      1 

A  Sixteenth 
is  equal  to  two 
Thirty-seconds. 

i.'i 

? 

A  thirty-second 
is  equal  to 
two  Sixty-fourths. 

i 

v 

i 

f 

A  whole  note  o  is  equal  to  2  P,  or  4  0,  or  8  f ,  or  16  £,  &c. 


A  whole  rest  w  is  equal  to  2  — .,  or  4  ?,  or  8  J,  or  16  SJ ,  &c. 
In  the  above  table,  the  first  sign  is  called  a  whole  note,  expressing 


the  unity  of  duration.  The  signs  which  follow  represent  the  fractions 
of  this  unity,  and  these  fractions  succeed  each  other,  dividing  by  two 
as  far  as  j4  of  the  whole  note,  the  last  fraction  in  general  use. 

DOTS,   PAUSES,   TRIPLETS,   DOUBLE 
TRIPLETS,   &c. 

The  signs  of  the  relative  duration  of  sound  or  of  silence  can  be 
augmented  or  diminished  in  value  by  certain  accessory  signs  annexed 
to  them,  which  are  augmentative  and  diminutive. 

The  augmentative  accessory  signs  are  the  Dot  and  the  Pause. 

A  dot  placed  at  the  right  hand  of  any  sign  whatever,  augments  the 
value  one-half ;  consequently,  it  is  equivalent  to  half  the  note  or  rest 
which  precedes  it.  Thus,  a  dotted  whole  note  is  equivalent  to  a 
whole  note  and  a  half  note,  or  three  halves,  or  six  quarters,  twelve 
eighths,  &c;  and  in  the  same  manner  with  the  rests,  as  may  be  seen 
by  the  following  table  of  comparisons. 

THE   DOT— EXAMPLES. 


^^Z^fZ^EE^^m^ 


Comparative  Value. 


J^r^^PsJJESPS 


s 


Comparative  Value. 


j^^^-jJUfcSbp 


^i 
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Sometimes  there  are  two  and  even  three  dots  after  a  note  or  rest, 
and  in  such  case  the  second  dot  is  equivalent  to  half  the  value  of  the 
first,  and  the  third  to  half  the  value  of  the  second. 


EXAMPLES. 


=±=ib— r^N4e±EJ 


Comparative  Value. 


■^s^tef 


-H 1 ^-lH 1 /-V- 


A  Pause  ^,  placed  above  or  beneath  any  note  or  rest,  shows  that 
it  may  be  prolonged  ad  libitum  (at  pleasure.) 


THE  PAUSE.— EXAMPLES. 

/T\  /T\  /^\ 


-.  /^ /TN  <TN  rt\  S7\ 


f.  f?\  ^\  f?\  /CS  /CN 


There  is,  however,  an  essential  difference  between  the  dot  or  point 
and  the  pause.  The  former,  like  the  notes  whose  place  they  occupy, 
have  a  fixed  value,  determined  by  the  bar ;  the  latter  expresses  an 
undetermined  value,  and  counts  for  nothing  with  regard  to  time. 
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TRIPLETS    AND    DOUBLE    TRIPLETS. 

Diminutive  accessory  signs  are  reduced  to  certain  groups  of  notes, 
surmounted  by  figures,  to  indicate  that  they  do  not  possess  all  the 
values  represented  by  them  in  general,  but  solely  a  value  equivalent 
to  that  portion  of  duration  allowed  them  by  the  rhythm. 

The  relative  duration  of  notes,  as  has  been  shown  in  our  table,  is 
ordinarily  in  the  proportion  of  1  to  2,  4,  8, 16,  32,  &c.,  which  is  called 
binary  or  two-fold  proportion;  but,  in  the  space  occupied  by  2,  4,  8, 
&c,  notes,  if  we  insert  3,  6,  9,  12,  &c,  to  indicate  trinary  or  three-fold 
proportion,  we  mark  the  groups  which  represent  it  with  the  figures  3, 
6,  9, 12,  &c.;  and  these  groups  take  the  name  of  triplets,  double  triplets, 
&c,  according  to  the  number  of  notes  they  contain. 

EXAMPLE. 


Proportions  exist  in  a  still  more  irregular  degree :  thus,  in  music 
for  the  Piano-Forte,  we  often  meet  with  passages  of  5,  7,  11,  14,  and 
17  notes,  and  others  of  a  like  nature.  But,  whatever  these  eccentri- 
cities may  be,  it  suffices  to  interpret  them  in  performing,  to  keep  in 
mind  that  these  groups  have  never  a  longer  duration  than  is  neces- 
sary to  complete  the  measure. 

Rests  may  also  enter  into  the  trinary  or  three-fold  proportion,  and 
offer  the  same  irregularities.  In  the  triplets  and  double  triplets  which 
follow,  each  rest  holds  in  the  bar  the  same  value  which  the  note 
would  have  possessed  whose  place  it  represents. 


EXAMPLE 
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MAELZEL'S    METRONOME. 

» 

This  instrument,  whose  construction  is  founded  on  the  division  of 
a  minute  into  a  certain  number  of  measures,  or  parts  of  measures, 
points  out  absolute  duration  with  a  mathematical  precision. 

The  indication  is  made  by  a  note  followed  by  a  figure.  The  note 
expresses  whatever  may  be  the  relative  value ;  and  the  figure  explains 
how  many  times  this  value  is  contained  in  the  space  of  a  minute. 

EXAMPLES. 


ABSOLUTE    DURATION. 

The  absolute  duration  of  sounds  and  jof  silence  is  independent  of 
their  relative  duration ;  relative  duration  is  invariable ;  absolute  du- 
ration varies  according  to  the  will  of  the  composer.  Thus,  the  semi- 
breve,  without  ceasing  to  be  equivalent  to  two  minims,  four  crotchets, 
eight  quavers,  &c,  expresses  an  absolute  duration,  whose  extent  de- 
pends on  the  movement  (i.  e.,  quickness  or  slowness)  indicated  by 
the  composer.  The  same  may  be  remarked  of  pauses,  and  of  all 
kinds  of  notes  and  rests.  The  signs  of  relative  duration  have,  con- 
sequently, a  value  only  determined  by  absolute  duration,  the  indica- 
tion of  which,  at  the  beginning  of  the  piece,  is  indispensable. 

The  signs  of  absolute  duration  consist,  first,  in  expressions  bor- 
rowed from  the  Italian  language ;  secondly,  in  the  indications  of  the 
Metronome. 


For  a  full  list  of  Italian,  French,  German,  and  English  mu- 
sic terms,  see  page  136. 

But,  as  these  terms  may  be  differently  interpreted  by  each  per- 
former, according  to  his  manner  of  understanding  or  feeling  ideas, 
composers,  in  order  to  leave  no  doubt  as  to  their  intention,  make  use, 
at  present,  of  the  Metronome  of  Maelzei 


Allegro  (J=120).    Moderato  (/=84).    Andanttno  (J. =76), 

li!l=IS=l=iilllE 
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120  quarter  notes  in  a 
minute. 


84  eghth  notea  in  a 
minute. 


76  Dotted  quarter  Dotes  in 
a  minute. 


To  obtain  these  different  results,  it  suffices  to  place,  on  the  figure 
indicated,  the  weight  fixed  to  the  balance  of  the  metronome.  In  the 
first  of  the  three  movements  indicated  above,  each  beat  represents  a 
quarter  note ;  in  the  second,  an  eighth  note ;  in  the  third,  a  dotted 
quarter  note. 

GRACE  NOTES,  OR  NOTES   OF   ORNAMENT. 

These  are  certain  notes,  isolated  or  in  groups,  which  only  appear 
in  the  melody,  as  accessory  ornaments,  and  which,  having  no  precise 
value  in  the  measure,  borrow  their  duration  from  that  of  the  note 
which  follows  them.  In  order  to  distinguish  them  from  the  principal 
notes  of  the  phrase,  they  are  written  in  a  smaller  character.  Their 
quickness  is  proportioned  to  that  of  the  time  adopted. 

The  notes  of  ornament,  when  isolated,  are  long  or  short.  When 
long,  they  take  the  name  of  Appoggiaturas,  from  the  Italian  verb,  ap- 
pogiare  (to  support),  because  they  bear  on,  or  are  supported  by,  the 
following  note,  which  is  in  general  the  last  but  one  of  the  phrase 
Their  duration  is  ordinarily  equivalent  to  the  half  of  the  note  in 
question. 

EXAMPLE. 
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Manner  of  Playins. 
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When  they  are  short,  a  little  line  cuts  them  transversely ;  they 
are  then  called  Acciaccaturas,  and  are  played  so  rapidly  that  theix 
duration  is  scarcely  perceptible. 


EXAMPLE. 
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Manner  of  Playing. 
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THE  TURN,  SHAKE,  AND  MORDENTE. 

Notes  of  ornament,  when  in  groups,  are  united  together  by  twos, 
threes,  &c,  and  are  called  Turns  or  Grupetti,  an  Italian  word  which 
signifies  little  groups. 


GRUPETTO,  OR    TURN    OF    TWO    NOTES. 


EXAMPLES. 


-& 


Manner  or  Performance. 


TURN    OF    THREE    NOTES. 


A  turn  of  three  notes  is  indicated  sometimes  by  signs  of  abbre- 
viation, as  g  when  ascending,  and  as  s>s  when  descending ;  and  these 
turns  are  marked  with  a  sharp,  flat,  or  natural,  when  the  grupetto 
contains  a  note  affected  by  either  of  these  alterations. 


TURNS  ARE  OF  THREE  KINDS 
1 
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1 
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Descending.  Ascending  or  Inverted.         Turn  after  a  note. 

manner  of  Performance. 
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THE   SHAKE,   OR  TRLLL. 

The  Shake  is  the  rapid  and  alternate  emission  of  two  notes,  which 
are  next  to  each  other  in  the  scale ;  it  often  immediately  precedes  the 
last  note  of  the  phrase,  which  it  agreeably  prepares  or  suspends.  Its 
duration  is  always  equal  to  that  of  the  note  marked  with  the  sign  of 
abbreviation,  tr- 

EXAMPLE. 


i^iiS 


THE    MORDENTE. 

The  Mordente,  represented  by  the  sign  ,w,  is  a  shake  more  rapid, 
on  account  of  its  brief  duration. 


EXAMPLES. 


Manner  of  Performance. 


More  detailed  explanations  of  the  various  graces  will  be  given  in 
the  lessons  as  they  occur 
2 


RHYTHM. 

Rhythm  consists  of  a  symmetrical  relation  between  the  duration 
of  time  and  that  of  sound,  and  in  the  periodical  return  of  the  same 
effect. 


OF   DIVISION   OF   TIME. 

Division  of  time  is  the  unity  of  duration  used  for  dividing  musical 
phrases  into  equal  parts,  called  Measures. 

There  are  two  divisions  of  time,  common  time,  and  triple  time. 
Common  time  is  that  which  can  be  divided  by  two;  triple,  that  which 
can  be  divided  by  three :  but  each  may  be  subdivided  into  a  great 
many  others. 

The  division  of  time  adopted  by  the  composer  is  marked  on  the 
staff,  at  the  beginning  of  a  piece,  by  the  sign  ^  (or  4),  if  the  whole 
note  be  the  constituted  element  of  such  division ;  if  the  value  be  less, 
two  figures  are  made  use  of,  the  first  of  which  expresses  the  number, 
and  the  second  the  nature,  of  the  fractions  of  the  whole  note  con- 
tained in  each  division.  Thus,  |  indicates  that  two  fourths,  %,  six 
eighths,  ?0,  nine  sixteenths,  of  the  whole  note  are  included  in  each  di- 
vision, and  so  on  with  the  rest. 

Each  division  is  marked  on  the  stave  by  two  vertical  lines  called 
bars,  which  enclose  the  signs  of  duration  which  it  contains.  Each  di- 
vision is  also  divided  into  equal  parts.  Those  parts  which  essentially 
constitute  the  rhythm  are  called  accented;  those  which  are  merely 
accessory  are  called  unaccented. 


^wmmmm 


The  lowest  figures  show  the  number  of  parts  the  whole  note  is 
divided  into. 

The  upper  figures  show  how  many  of  those  parts  are  in  a 
measure. 

Time  is  marked  or  beat  with  the  hand  ;  hence  arise  other  distinc- 
tions of  time,  depending  on  the  rising  or  falling  of  the  hand  in  beat- 
ing. We  may  explain  the  movements  the  hand  should  describe  in 
beating,  as  below : 


Two-Time. 
2 


Three-Time. 
3 


Four-Time. 

4 
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The  prolongation  of  a  sound  divided  by  the  accented  parts  of  a 
measure  is  called  Syncopation.  Syncopation  is  applicable  to  all  notes, 
of  whatever  value. 


EXAMPLE. 
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THE  KEY-BOARD   OF  A  SEVEN-OCTAVE  PIANO-FORTE. 

(COMMENCING  AND  ENDING  ON  F.) 
WITH   THE   NOTES   BY   WFICH  THE   KEYS  ABE   BEPBESENTED. 


lit  octave. 


2nd  octave. 


3d  octave. 


4th  octave. 


^^ 
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5th  octave 


6th  octave. 
8va^-* 


7th  octave. 

8  va.-< 


-a--tf-  fT^E    FGABCDEFGABCDEFGABCDEFGABCDEF 


i 


rf  b  c      ^.m+L 


— -m-0-%    GAB 


CDEFGABCDEFG 
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Gl  A  I  B 


IT 


F  I  G  I  A 


I! 


C     DIE 


F  I  G  I  A    B 


C.    P|  E 


F  I  G  I  A  I  B 


ClDlE 


F    G  I  A  1  B 
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C  I  P|  E 


F |G| A  I B 


c  IdIi 
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BASS,  OB  LEFT  HAND  PABT. 


MIDDLE  F. 


TBEBLE,  OB  BIGHT  HAND  PABT. 


NAMES  OF   NOTES   ON  BLACK   AND 
WHITE   KEYS. 

We  see  by  this  table  that  each  series  of  twelve  keys,  representing 
an  octave,  displays  invariably  the  same  situations  and  the  same  denom- 
inations in  the  whole  extent  of  the  key-board ;  so  that,  to  distinguish 
all  the  octaves,  it  suffices  to  be  acquainted  with  one  only.  This  dis- 
tinction may  be  rendered  striking,  even  at  first  sight,  by  observing 
that  C  is  always  represented  by  the  white  key  preceding  two  black 
keys;  and  F  by  the  white  key  preceding  three  black  Iceys. 

We  may  also  observe  by  this  table  that  every  black  key  is  suscep- 
tible of  several  denominations,  according  as  a  flat  or  sharp  may  alter 
the  intonation  which  it  represents ;  and,  in  like  manner,  the  white 
keys  at  the  distance  of  a  semitone,  E,  F,  and  B,  C,  may  recieve  the 
names  of  F flat,  E  sharp,  C flat,  B  sharp. 

The  white  keys,  at  the  distance  of  a  tone,  are  equally  susceptible 
of  new  appellations,  when  a  double  alteration  takes  place;  that  is  to 
say,  when  they  are  raised  or  lowered  two  semitones  by  the  double 
sharp  or  double  flat.  Thus,  1)  represents  also  Q%  or  Ebb  ;  G,  F£  or 
Abb;  A,  G^orBbb;  and  in  like  manner  with  the  rest.  In  such 
cases  the  denomination  onh-  of  the  note  is  altered,  the  intonation  re- 
mains the  same ;  these  changes  being  only  forms  prescribed  by  cer- 
tain relations  of  harmony.  They  can  oiler  no  real  difficulty,  when 
we  recollect  that  a  scale  is  composed  of  twelve  semitones,  to  which 
an  equal  number  of  keys  corresponds  on  the  key -board;  for,  without 
thinking  of  the  name  of  the  note,  it  suffices,  in  performing,  to  take 
it  one  or  two  keys  higher  or  lower,  according  to  the  sharp  or  flat, 
smgle  or  double,  with  which  it  may  be  marked.  But  before  we  speak 
of  execution,  let  us  give  the  preliminary  notions  which  it  requires. 


At  this  point  the  pupil  is  supposed  to  commence  the-  exercises 
following,  it  is  therefore  deemed  advisable  to  give  a  recapitulation  of 
the  names  of  the  notes,  in  order  that  the  teacher  may  give  at  a 
glance,  the  necessary  explanations  by  a  reference  to  the  aboVe  cut  of 
the  key-board. 


RECAPITULATION   OF  THE   NAMES  OF 
THE   NOTES. 


NOTES  ON  THE  LINES. 


IN  THE  SPACES. 
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NOTES  ON  THE  LEGER  LINES. 
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NOTES  ABOVE  AND  BELOW   THE  STAFF   AND 
LEGER  LINES. 
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NOTES  ON  THE  LINES 
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IN  THE  SPACES. 
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NOTES  ON   THE  LEGER  LINES. 
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NOTES   ABOVE   AND   BELOW   THE  STAFF  AND 
LEGER  LINES. 
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POSITION   OF   THE  BODY,   AND   MOTION   OF   THE   HANDS. 


In  order  to  preserve  a  convenient  and  natural  attitude  in  playing 
the  piano,  the  pupil  Bhould  have  a  seat  proportioned  to  his  own 
height  and  that  of  the  key-board ;  he  should  sit  upright  before  the 
piano,  and  exactly  in  the  middle,  the  feet  placed  opposite  the  pedals, 
so  as  to  be  able  to  make  use  of  them  with  facility,  without  displacing 
himself.  The  height  of  this  seat  should  be  so  regulated,  that,  the 
back  part  of  the  arm  falling  vertically  by  the  side  of  the  body,  the 
elbow  may  be  a  little  higher  than  the  keys.  The  position  of  that 
part  of  the  arm  below  the  elbow  should  be  horizontal ;  the  hand 
rounded;   the  fingers  bent  without  stiffness,  and  sufficiently  ad- 


vanced over  the  white  keys,  to  be  able  to  reach  the  black  keys  with- 
out difficulty.  When  the  hands  are  thus  placed,  and  the  fingers 
are  over  the  keys  which  represent  the  following  notes,  the  pupil 
may  proceed  to  the  following  exercises. 
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POSITION   OF   THE  HANDS  ON  THE  KEY-BOARD. 


THREE  EXERCISES  IN  RHYTHM. 


COMMON  TIME. 


Key  of  C. 
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EXERCISE  TO  SHOW  THE   VALUE   OF  THE   HOT. 
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Co>int  s  rwly  four 
quarters  in  each  n^ns- 
ure. 
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A  dotted  half  note  is 
equal  to  three  quarters. 

A  dot  placed  after  a 
note  adds  one  half  to  its 
value. 

A  dotted  half  note  is 
equal  to  a  half  note  and 
a  quarter  noto. 
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EXERCISE  TO   SHOW   THE   USE   OF   TWO   DOTS. 
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When  a  note  is  fol- 
lowed by  two  dots,  tho 
second  dot  is  equal  in 
value  to  hnlf  oi  the  first 
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THE  MASTER. 


MASTER   AND   SCHOLAR. 

LESSON    FOR  THREE    HANDS. 
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j  . 


v"  3l^^^^EE^S 


-<5>- 


r 


?h — it^ 


-«- 


-gl— r 


r-s 


II 


Var 


4^E 


^EP^F=F^=EEPr^F=r 


-<5>- 


i^i44j.j.J    j  J 


£ 


^1»  rflii  tjM  t£U 


iiSii^ii 


&- 


r* 


ii 


EEEEfE 


11 


^    .*. 


f9- 


Var.  6. 


^ 


iJJ  ^^*-^i^^ 


■&- 


£ 


^ 


r 


f£ 


-»- 


e^: 


— e- 


r 


£ 


i 


Var  8  §5! 


i 


#  : 


&  : 


4: 


#  : 


*  : 


r 


^ 


o 


w 


Var.  9.93&2=xz:pi:  :Iq~^~#-  'Tg-' 


; 4,4- ^,4^4  <-*>.U*i* 

— g_i  zp    ^  •  — #-h 1 — -1— ' r     # 


■^ j<*_ 


-'     J   J 


%    ^  T    £    3C  r    I    ?  * 

Var.10  JldElIg P 


1 J" 


f^ 


dzp =^=q p=o=     -W=y-        p 


MASTER   AND    SCHOLAR. 

THE  SCHOLAR     For  the  Right  Hand  alone.  LESSON    FOR    THREE    HANDS. 

(1)  


Theme  5£=g 


ezzzzsc 


-&- 


-&- 


ZO- 


-&- 


12  3  4 
The  Scholar  should  count  the  time  aloud. 


W 


j i: 


-G O- 


2  a         ^1 IT— ^H9 (9- 


^> <?- 


12    3  4 


Var.  2 


(3)  j 

^  12  3  4 


^9     '      » 


0      '      f 


a & 


-<5> S> 


13 


jBC 


s 


(1 )  Count  four  in  each 
measure. 


d 


i 


(2)  ^ —  Slur,  to  bind 
the  notes. 


^9— ^ 


-<9 — r- 


1 


I 


(3)  Count  three  for  tho 
dotted  note. 


1234      1234 


W 


Var.  3.fej=^^ 


© 


F^ 


-<9- 


-«- 


12     3 


-x- 


£ 


I 


(4)    Count   three    in 
each  measure. 


12     3  12   3 


Var.  4 


n» — r>-#- 


§^ 


^ 


*=?= 


2    3    4 


-#— #• 


-<9- 


P=JC 


^5>- 


m=m 


(5)  Count  four  in  eaoh 


Var.  5/ 


(6) 


X— X- 


& 


E3SE 


p 


'    L     0- 


+—&- 


-w=e=Z 


12  3  4 


-o- 


m  &- 


W=F=Z 


-#  0  f   0- 

H ~ f— 


za: 


i 


(6)  Accent  the  second 
note  of  the  measure. 


12    3   4 


CO. 


Var  6  gEEziE 


5=^ 


(9- 


*=* 


12   3  4 


^ — re 


i 


^5 f-0- 


i 


(7)    Bind    the    notei 
well  together. 


Var.  7, 


?LLZ* 


:¥=F= 


^-s-*- 


EH 


•^         12    3   4 

(?)   ^T  2 

* — -L 


:a-f    0   m 


Var.  8 


l^m 


9 


p-» 


j — -x- 


^ * f  * 


5=P4 


_2L 


I 


it     (8)  Lift  the  tand  for 


_|  Cthe  quarter  rest. 


rn^M 


3Ef=E 


££ 


3P~f~P- 


(9)    Count    three    In 
each  measure. 


12     3 


Var.  9. 


(10)         s 
XXX 


4  ^_4 

#11 


ff 


' 


-0-0- 


S± 


^ 


»     » 


:p=P= 


I^H 


(10)    Count    four    in 
each  measure. 


12   3   4 


*^~  12   3  4 


S^^^ 


f^ 


:P^=E 


-0-0-0 


] h 


|  ITrests. 


)  Mind  the  quarter 
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THE  MASTER. 


MASTER    AND    SCHOLAR.    No.    2. 


Theme.  B-f£=£ 


jjjj  j m  jam  jiji  jijj  jijj  jj 

zg :jzizz T-o- T_ig-^zr.z=zq^zgczzz i-£zz : j— ^-  - 


-<9- 


-©•- 


-©■- 


-Gh- 


■■&■- 


LESSON  FOll  THREE  HANDS. 

I       I  ,       I 


-Q- 


'■=& 


0  —  a 


-^ 


J  J  J  A  jAj  A  jAj  A  iAjA  j  A  j  i  jjj  i  j  J  j  i  j  A  j 

1  1=6> I    -& TZa J tLo- 1 C 


-G~ 


}A\A  }A}A  UAA  jiji  jiji  ji^i  ji^i  j  l  j 

,  cv^v^ =pzaz=r_ j_« 1=22: — -pffl — _ — i-ffi j_  g.  — 1_  gl  . 

1  ^-{£-» & —&■ — — —  —o © & — — §? G 


Var.  1  gi£^: 
»- 


-&- 


& 


-&~ 


-&- 


~g~ 


iAjA  ji  ji  Uiii  ji  ji  ji  ji  ji  ji  jiji  j  i 

g  —I   «  r-^-  TJ5  g  I   a — TV? p^ t-» 


I 


-o- 


-G- 


-G~ 


-G- 


-G~ 


-G~ 


-G~ 


Vab.  2 


00  —a a — o — « 


-r 


§a 


-0- — «-— •■ 


-0 — • — «- 


r- 


-^ 0~--0 


0 0 0: 


im-s5iP 


6 0 0- 


r 


G-±- 


0 0 0 


RIA8TER    AND    SCHOLAR.    No.    3. 


THE  MASTER. 


LESSON  FOR  THREE  HANDS. 


■b     is 


p- 


E=1-p — F^ 


■tg  "fe 


Var.  1.  §||z 


i^fe!dESEEteJEEMd3E^Md^-4' 


-O- 


-^- 


f 


-<9- 


1 


r^X     I — S-   -f — 0 — 4 


i    i 


tdUz=ttr==^ 


^—S—S 


0 — 0 5t— 0- 


Jf — #— — *- 


^y 


fi 


"5 
I 


o    • 


-»--•- 


<9— '- 


G    * 


-<9— *- 


Var.  2. 


.IJJ     J1JJ     Jlli     jIJJ     /!JJ     J1JJ     Jlii     J3J 


'>c 


(5^ 


O^ 


P 


»-• 


rz^nz:    z^zii^ziz:  z^E:  z.^z±z^z:    zzszzll 


f"=  j  j         ran         ran 


I  I 

0-0  4  4 


a'd  S  0 


ra 


§5± 


\   q.q  q  a  0.0  0  0-  ~z      Q'0  0  a 


Sf  x 


r- 


3  • 


^  • 


G  • 


x      g  •        r 


ra  i 

0'0  a  e 


Theme. 


THE  SCHOLAR. 


MASTER    AND    SCHOLAR.    No.    2. 


15 


LESSON  FOR  THREE  HANDS. 


^ 


G 


—&- 


1ST 


zx: 


-g- 


-G- 


For  the  left  hand  only. 


G 


II 


Count  four  to  each    Whole 
Note. 


i 


& — r 


--t- 


i£—st 


-G G- 


12    3     4 


5 


Count  two  to  each  Half  Note. 


Var. 


i.&S 


Z5L=3£ 


_x_ 


-t£?-^ 


-©- 


-*— # 


2 


1     x      1 


E 


Count  three  to  the  Dotted 
Half  Note. 


s 


-xt— 


O 


E^ES 


-©-*—*- 


-G->- 


-g— 


-gl-f 


12      34       1234 


i    "*~i 


M 


Mind  the  Quarter  Sett 


Var.2.    ^g=^^g=g 


-*h a- 


©- 


^ 


-i©-1- 


1 


Count  three  in  each  Measure 


X 


A-T- 


intziziJt 


h a- 


+ — I-  -i — I- 


-ft— V 


=± 


-*— * 


*=*=J^ 


S 


-©- 


IB 


Mind  the  Repeat. 


Theme. 


^ei 


THE  SCHOLAR.    LEFT  HAND. 
j^_ X_  ^-x_ 


MASTER    AND    SCHOLAR,    No.    3. 


LESSON  FOR  THREE  HANDS. 


-G- 


Place  the 


¥* 


a 


-©■- 


37 

-6>- 


<& 


-« 1- 


-G- 


$ 


ittle  finger  on  G. 
_T_3 


1234 


3, X. 


G- 


151 


1 


o 


G^ 


-&- 


x 


^ 


-<S>- 


-G- 


*— #- 


i 


12  34 


Count    two  to    each    Half 

Note. 


Keep  the  finger  down  the 
full  length  of  the  Whole 
Note. 


Var.  1.  ^fE^E^ 


»    .    a,  ,^-x 


# — 0- 


-G P- 


# — # 


-»— » 


M 


.3 X 


r^S 


Slur  the  first  two  Quarter 


-0s— H  Notes. 


$ 


-0—0- 


-*      1 


T=¥ 


-&- 


-3,     X 


<9 — *- 


i 


Raise    the    finger    quickly, 
when  the  Dot  ia  over  the 

Note. 


Var.2.    A  C,J 


-G- 


-#— i- 


-3_X. 


-!-© 


aS^ 


-©- 


:,J 


-G- 


123  4 


I^=J 


-I ' — h 


Lay   Stress    on   the  second 
Note  in  the  Measure. 


_X_ 
-G— 


0 


fcEEz: 


—& 


=*=£ 


G  — 


\-i-0- 


y-—0- 


-0—\ h 


-G 


-0 — 1 h 


IB 


3=3 


Mind  the  Repeat. 


16 


Count  aloud,  four 
quarters  in  each  meas- 
ure. 


(1).  THE  TEE. 


§35 


SIX    EXERCISES    IN    RHYTHM. 

No.  1.    Exercise — in  which  the  right  hand  has  half  notes,  and  the  left  hand  whole  notes. 


it? 


X 

■G- 


G- 


2 

-gr 


-G- 


3 

-G- 


-G- 


-X- 


4 
-P- 


1 


X 


3 


i 


X 
-6>- 


3 

J2l 


-X- 


X 


s 


i 


A  Tie  is  a  curved  line 
placed  over  or  under 
two  notes  of  the  same 
degree.  The  second  note 
should  not  be  struck. 


Gt S 


in 


s 


§35 


t 


!»- 


X 

■G- 


-G- 


No.  2.    Exercise — to  show  the  value  of  a  Tie.  (1). 


l 

-<2_ 


-X- 


-©- 


z^-f-t=p: 


E[ 


t= 


3  — 


E 


T— X- 


X 
-G- 


jG- 


1 
-CL 


X 


X 
■<£■ 


B 


i 


(2).  DOTTED  NOTES. 

A  Dot  placed  after  a 
note,  adds  one  half  to  its 
value. 


m 


£ll§ 


^ 


§ME 


:p= 


No.  8.     Exercise — to  show  the  value  of  a  Dotted  Half  Note.  (2). 


3 

-&~r 


-P- 


X 
■G- 


1 
_GL 


:t 


-©-- 


3 

■G- 


4 

-f«- 


-X- 


4= 


$=W- 


3- 


X 


3 

221 


1 


X 
•G- 


3 


x 

■<9- 


I 


1 


(3).  RESTS. 

A  whole  note  rest  is 
of  equal  duration  with 
the  whole  note. 

A  half  note  rest  is  of 
equal  duration  with  the 
half  note. 

r 

A  quarter  note  rest  is 
of  equal  duration  with 
the  quarter  note. 


(4).  DOTTED  RESTS. 

A  half  note  rest  with 
a  dot  is  of  equal  dura- 
tion to  three  quarter 
rests. 

r  r  r 


in 


-X- 


~OZ 


No.  5.     Exercise — to  show  the  value  of  Bests  with  Dots.  (4). 
4  .  3—         a       4 

-P— . ~ r-r , *      r» P- 


I    I    I    I 


9tj^ 


I     I 
1 


I     I     I 
1 

G- 


X 
■<$>■ 


Ghr 

i 

3 

No.  4.    Exe 

4 

F=f-fl 

RCISE — to  S 
1 

iow  the  value 

of  ifefe.  (3). 

1 

f— ♦- 

2 

1 

— m— 

X 

-*— If 

•^        1  1  1  1 

X 
■G- 

X 

II       II 
1 

G 

-     I — 
mi     i 

X 
■G- 

V 

1     III 

3 

l 

X 

■G- 

J 

3 

-I— 

— Ik 

X 
•G- 

II 

9-f 

tf 

II 

I5L 


I 


s 


(5).  THE  SLDR. 

A  Slur  is  the  same 
form  as  a  tie.  It  is 
placed  over  or  under 
notes  of  different  de- 
grees. The  finger  should 
be  held  down  until  the 
next  key  is  struck.  Pas- 
bo  marked  are 
called  Legato. 


No.  6.    Exercise — to  show  the  value  of  the  Slur.  (5). 


L. 


EXERCISE   ON  DOUBLE   NOTES,   FOR  THE   RIGHT  HAND. 

I  2  3  HUNTE*. 


Slow. 


\ 


93^ 


-30- 

40- 


12 


a). 


^M 


^?? 


>•* 


3E 


i^: 


*<S>- 


-«- 


J 


(1).  Count  three  quar- 
ters in  each  measure. 


§a 


± 


4    \ 


*    P 


=P=P 


*=l= 


=P=P= 


?*=P: 


333= 


§± 


(2). 


i^il 


^=^ 


3S- 


3 


-*r*- 


-X0- 


^32; 


^h 


-&- 


A-^—  'M   rest. 


(2).  Mind  the  quarter 


(3). 


(3).  Repeat  each  part 


HtzS: 


II 


:p=P= 


i^t 


^=r« 


ZEJ 


EXERCISE  ON  DOUBLE   NOTES,   FOR  THE  LEFT  HAND. 

4  =^  A.  DIABELLI. 


MODERATO. 


-X- 


fee 


^ 


^ 


(5). 


t 


iS*- 


ppi 


__       (4).  Count  four  quar- 
ters in  each  moasure. 


-%-f. € — € f- 

-2-0 — 0 € 0- 


&r- 


333333S 


4-*-       ■#•■#■■#■      4-^-       ^       #       V- 


-0 — 0 


0—0 


»  ■»  4 


333HB3SE3 


x-0— 0 — m  -0 — *— 0 — 0— 0- 


(6).  This  mark  s- 
shows  that  the  note 
should  be  struck  with 
force. 


II 


tr- 


t—F- 


2 


p{6). 


tr- 


mm 


\ 


s 


•+    -m1    -J-    *     *     *■     ■+    +     ■+     ■*- 


^-ilH-V-li-V-^E 


■+       -B-      -&       -+      *       *       *       -*" 


imi 


s 


£ 


' 


SE^P 


-(9- 


t 


£ 


/(7) 


!-r- 


I 


3HJ 


•a — 0* —  fc — mg-  -0—0 — « — « — 0 — 0 — 0 — 0r 

~-f- f — H" ^->-0— 0 — 0 — 0 — L-0 — 0 — 0—0 

■#     -jh     •#•     V-     -0--0--0--0-     ■#■■#■■#■■#■ 


■*-+■* 


*jrz*? 


$=£=** 


^S 


«-*  0 


I 


-r  +     -0-  -0- 


(6).  Piano,  ovp,  softly. 


(7).  i^ort*,  or  f,  loud 


Allegretto, 


EXERCISE   ON  DOUBLE   NOTES,   FOR   THE   LEFT  HAND. 

(9).          (10).  BURGMULLER.  (g)   Count  four  eighths 

1 — 3       •        •         . •        •       'T"^    2    V         2-J-  i-3    *     *       '  *     *      ^.  X  in  each  measure. 

^-ftm_v^Z^^^_p_t^u^0_,__^r^ — ^>  0  0        #  #  #    »M- 

(9).  The  Slur  - — . 
shows  that  the  notes  are 
to  be  played  smoothly. 

(10).  The  dote  •  •  • 
show  that  the  fingers 
should  be  raised  quickly 

(11).  Sustain  th»  first 
note  until  the  other  thre* 
are  struck. 


IS 


(1)  Extend  the  second 
finger  of  the  left  hand  to  Q. 

(2)  The  sign  >~  shows 
that  the  first  note  should 
be  emphasized  and  the  se- 
cond not*  played  lightly. 


MODERATO. 


ITALIAN    AIR. 

EXERCISE — To  change  and  extend  the  fingers  in  each  hand. 


— rt-a — a — «— 


-3-^x—  *     a— a     *-,.a 


-•— »- 


H 1- 


-p-^- 


■#— *- 


— u*->- 


JL 


_a_  s 


e« 


ta± 


X 


a) 


(2) 


x 


£E£ 


X 


1 


(3)  Mind  the  accidental 
sharps  in  the  Base. 

(4)  The  H  is  intended  to 
restore  the  F  (previously 
sharped)  to  its  natural  po- 
sition. 


a 3 a_a_ 


-9—0 


gggElE^EggEgEg 


A 4 4 4. 


«— » 


It 


-©- 


(6)  Extend  the  left  hand 
an  Octavo  for  the  upper  C 
in  the  Base. 


Ultg 


(5) 


§t 


ff 


X 


Si 


i 


CRACOYIENNE. 


(1)  When  two  notes  are 
tied,  the  first  only  is  to  be 
played. 

Allegretto.  , 

(2)  The     triplet    su«Qid  j| 
occupy  the  time  of  an  eighth                              #~V     *) 
note. 

(3)  Be  careful  and  lift 
the  fingers  during  the  time 
of  the  rest 


fa     £*=+ 

fc_H  _ 


-y 


rzr 


i .  i- 


i      i 


-#■        -9-       -&- 


^^^F^^^+r~rtr^ 


(3) 


(4)  The  dote  before  the 
double  bar  show  that  the 
■train  is  to  be  repeated. 


„      *  •#-£-#-     i  x    x      i  --*-#  i  l  I  *-£-*      i  x_   x      £  0-0-m  I  x      i  x (4) 


Si 


-3 3- 


3 


3^^ 


-X x_ 


^r^x-r-^r? 


-a 3-si-r 


IE 


.i.j,   1,       (_5_) 


(6)  Observe  that  the  last 
strain  is  not  repeated. 


HOURS  THERE   WERE. 


19 


s 


M 


s 


4 


7 


gixl  ■  * 


Slow. 


s: 


^ 


^S 


x 


-a— i-* 


C3_# 


I=f* 


x 

*7 


X 


(1) 

~"x 


(1)  A  tnr*  is  generally 
indicated  by  the  eign  ess 


giEge 


^t 


33f 


1- 


sfe£ 


V- 


& 


i2i 


-a— i— 0- 


^g=foj||gi 


£=* 


it 


4^* 


t 


e£ 


is: 


x 


g£ 


1  I 


(3) 


IJII? 


it 


(2)  Mind  the  occidental 
Sharp  on  P. 

(3)  A  pause  means  that 
the  note  under  it  should  be 
held  down  double  the  time 
of  the  value  of  the  note. 


m 


-X- 


C) 


t 


¥ 


£ 


i^ 


1^3 


|^3 


I*nr 


fij: 


(4)    Observe    that    the 
fingering  of  the  first  three ' 
notes  in  the  Treble  is  diffe- 
rent from  those  at  the  be- 
ginning. 


jr 


:^ 


y^ 28S-     I 7"^ "M 1 ^"^ ~.    i  — 


w:~m: 


f= 


SPANISH    DANCE. 


4    3    4      2    1 

1  •*-*£•    _T^     3         3       3    3    2    j    2      ~^3    3 

H 1 F-! 1 #H 1 1 1 £=0 


*    3    *      2    1 


X 


A^:  .#. 


I     i     3        3     2     o 


X    2 


?  f  r?  \?  g-rg-4-x-r-1 


4= 


*— •! 


J-J: 


3.=«=<=J3.=«=«=t3F=*=^=^ 


1 


1    3         ?-<     2     x    2        X*?     -      1    ; 


p 


i  rT  i  f  f -C-g 


*-« 


£ 


Etf 


X    1       ,X    1£*£     ^313 


-^^j- 


S 


-^- 


g^S^frft^fg 


w 


v-*'- 


-i 


* 


5 


-3- — Hr ■ 1 —    |  —  r |  — —  I  - —  ■■  ■■■ 


-FH — I — I— T— p-  F~* 


20 


(1).  Count  one  to  each 
eighth  note. 

(2).  Cretcendo — to  in- 
crease the  sound. 


FOUR   EXERCISES,    IN    C,    ON   FIVE    NOTES. 

3       2       1 

f=F=r 


A.  DIABELLI. 


Pkelude. 


(3).  __=^^;  same 
s  Cretcendo. 


ff 


~V^rf ~\ 1 ^J #-J ! ! fTl    J 0-J 1- 


JS2p2=^^ 


^TH^Ti^j 


-«- 


i 


i 


(4.)  Count  eight  eighths 
in  each  measure. 

(6).  Extend  the  little         JJ0    | 
finger,    but    keep    the 
thumb  steady  on  O. 


m 


m 


-&- 


:E 


0—£- 


4         3  2 


^^ 


II 


O 


E 


cp: 


t: 


t 


^f^^l^^^^^Xi^^^^^ 


(6).  Extend  the  thumb, 
but  keep  the  little  finger 
steady  on  C. 


(7 ).  Count  three  eighths 
n  each  measure. 


\ 


No.  2.  < 


-*-  (7)-  £>'- * 


2       3 


(8).  Staccato  in  the 
left  hand,  and  smoothly 
in  the  right  hand. 

(9).  Smoothly  in  the 
left  hand,  and  staccato 
in  the  right  hand. 


( 


=P=# 


fcfc* 


t=*=v 


4= 


p-# 


#=F 


=fcd=i 


Cres 


cen 


do.    f 


(8). 


=«p  |:z:iqz^:3:z::i±z^^— :zqz5p  j~  zzq_ « — [zz  — |  _  *  ~  qzz  zrrc"~"j      : 


I 


3e1 


l^pilipSf^p^SpSpi^plI 


.MODERATO. 


fc 


21 

~        (1).    Count  four  qaar- 


"      f      U      *i      W m *i       /      *f      0      *f      j~      *f       _    ters  in  each  measure ;  or 

-j       /  I — IU       ' — UU       ;  '      i~       '      1^ ' — F    one  count  to  each  triplet. 


i 


^.9—^.9        _^9        _^9  +  +.  +  + 


(2).  When  three  notes 

Z    are    performed    in     th» 

time   of   two,   they   are 

called  Triplet!. 


g=E=3= 


e 


''  */    fT=¥==^-^— -S-? 


(3).  A  pause  /t\  over 
a  double  bar,  denotes 
the  end  of  the  piece. 


jr 


i 


t&—t& 


1 h  —i — i — i — i 1 — i — p — i — ! — "  -  -» — r 


P-0 


-i — h 


Hi 


2    1    X      3    2    1 


(4).  Da  Capo,  or  D.  O. 


M--zib± 


^=t 


2* 


Z 


-*-€- 


J=5: 


^-0■  -0- 


1— *s: = 


"(4)   .Z?  (7.    commence  at  the  begin- 


mug. 


No.  4. 


Allegretto 


l  x 


^p=^ 


pzpz^t 


^e#-^Tf~r"F'^ 


^ 


E^S 


r  /     x 

X  aIX       oX  ,     X  „    X 41X,     ,2X ,     1^^     , 


(5).  Count  six  eighths 
i    a         2]i3  . 

- — * — * — «2#— r-    in  each  measure* 

^  -  (6).  An  appoggiatura, 
marked  thus  K  is  play- 
^iXj_  ed  quickly  and  smoothly. 
The  time  occupied  in 
its  performance  is  taken 
from  the  note  following. 


tJtz 


J  _       1      X  P 


2    3    2 


X 


H — I — H 


-»-#- 


K^ 


*-*-#- 


?=r=^ 


' #  II- ^-# r^i-# r-# k# r^    A rl    ^ H# N* M-* ^t~* J    «        J* 

— ;b^ iltt h-J HJ 1— P# ^|    #  I       1        |->.       I        I     '    ' J « ' |-J '    d  '       I    0 _Jf- 


\ 


i 


^•^ 


-»-#-h — ^ 


a 


(7)- 


1st  time. 


2d  time. 


:P= H 


lEr^g 


^=iT 


-x- 


f — * 


i 


/T\ 


1^:1 


/ 


x      ,  x 


(8). 


(7).  When  the  strain 
is  repeated,  omit  the  bar 
marked  •'  1«<  <t»7i«,"  and 
play  the  measure  marked 
"  2d  Time,"  instead. 

(8).  A  pause /t\  placed 
over  or  under  a  note 
shows  that  it  should  be 
held  double  its  usual 
value. 
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(1).  Count  one  to  each 
eighth  note. 


(2).  Mind  the  half 
rest. 


(8).  In  counting  one  to 
each  eighth  note,  epeak 
the  word  "  and "  to  the 
sixteenth  note. 


(4).  Mind  the  Rest. 


(6).  This  mark  shows 
that  the  sound  is  to  be 
increased,  and  gradually 
diminished. 


(6).  A  dash  placed  o- 

ver  a  note  »  shows  that 

p 
it  must  be  struck  short, 

and  the  finger  lifted  im- 
mediately from  the  key. 


TWO     RONDINOS. 
PRELUDE   IN    C. 


MODERATO. 


(1)-    _^  j_i»     _ 


From  BETER. 


3 


x- 


2         *^ 


9re= 


s^^         £       ^         X  2    1 


•~r— | — ! 1      P    »- 


iz^f^iz^ 


ftp  «ptt" 


ri 


n 


RONDINO.     No.  1. 


MODERATO. 


IILNTEN. 


-• — h#- 


x  4  x 


-#— 1-#- 


*-*■ 


LjJLj*  J/±*lj±£g=^g 
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RONDINO.     No.  2. 


No.  2. 


\ 


Allegretto. 

1         3_  1         3 1         4      „    3 

F   ] 


F— i F- 


:^m^- 


Rf 


E 


j^vS1    * 


HUNTEN, 

13       13. 


v^4- 


-^?" 


*=£=? 


S 


(!)• 


i> 


^^^tp^P^^P^f^ 


(1).  Count  one  to  each 
eighth  note,  or  six  counts 
to  a  measure. 

(2).  When  a  slur  is 
placed  over  two  notes 
of  the  same  name,  it  is 
called  a  Tie.  The  first 
note  only  is  struck,  but 
the  finger  should  be  held 
down  the  full  time  of 
both. 


y-\\? 


^^ 


■0 h 


^*F^ 


^H^ 


• m     •       0 • 


-i — ^ — ^ 


-m-    -»■  g 


•^ 


*  -0- 


f 


^ 


q=*^^=^ 


-0 FH-0- 

0        Jrm— 


*■' 


■0-  -0-  -0-  -0-  -0-  -0-  TJrm  --0rm 


i^i^is 


© 


-M^eseA 


t 


*=f 


I 


^^^^^PP^P 


(3).    Remember    the 
(3).  Bass  or  P  Clef. 


£ 


s 


4-* 


1      x    ■  t     3 


W-  ;        a 


A 


4 


■(*■  +■   i  ikl    x     i 


tlEH^Z 


-X- 


V  X 

P         2  1  1  + 

"•  «  r 


x 


^^ 


E^+-£=W- 


jtjzztzt 


0     •*■  0*-  ■*■*- 


(4).  Contract  the  hand, 
_  and  place  the  thumb  on 
-   the  key  vacated  by  the 

1^ — *—   first  finger. 
X 


I 


^^-^ 


-1  -^_x^f 


f    -F-    ■#■     X 


^-^pc 


H h 


3        1 


1         3" 


sseebs 


(5)  Cres 


F-$»-4- 


a^3=?: 


£: 


V — i — /- 


:F=£ 


h r- 


r 


(5).   Crescendo — to  iu- 


_   crease  the  tone. 


cen 


do. 


(6).  Ritardando. 


(7).  Tempo. 


$EE^£g£ 


#.        ^  *-       +.  #. 


(6).    Ritardando  —  to 
slacken  the  time. 


£=£ 


-?-?- 


ippif^g 


" ( i).  Tempo — to  resume 

the  former  time. 


X         t~ 


pi 


^0 


(8). 


H h 


J33 


\(9). 


:F=P= 


-F- 


^^ 


P—*-0 


h / — 


—  k^] 


I 


(8).  Lift  the  fingers  in 
the   right  hand  for  th| 


/ 


? "—¥—  rests. 

(9).  Mind  the  ties. 


(10). 


p§^ 


^=^F^ 


=&S 


« 


-«- 


« — i 


*? 


3^3- 


*— ^r* J 


1 


(10).  Lift  the  fingers  in 
both  hands  for  the  rests. 
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(1).  Count  four  quar 
ters  or  eight  eighths  in 
each  measure. 

(2).  The  sharp  (fl) 
placed  on  F,  after  the 
signature,  shows  that  all 
the  Fs  are  to  be  played 

4 

(3).  Mind  the  rest  in 
the  right  hand. 

(4).  Count  six  eighths 
in  each  measure. 

5).  The  air  begins 
with  a  broken  measure, 
therefore  commence  by 
counting  fix,  and. 

(6).  Hold  down  the 
first  Bass  note  until  the 
next  two  are  played. 


MODERATO. 


PRELUDE  IN  G. 


i(l>      (3). 


From  BEYER. 


MODERATO. 


I 


(5). 


•  -* 


f*& 


SCOTCH  AIE. 

""~"3  


Arranged  from  CZER!VY. 


-0    •    '  0—0 


(4).    « 


and 


X 


X      X 


*—* — 0- 


5^: 


^ 


-*r 1 — a \    9    '     0 


*^ 


^Efe=S 


^3 


m 


(6).  I  * 


■-4 — K- 


ITS:    i 5$  -£  *      i  ♦  ♦    I**  I  -f-ff- 

L-*-X L4~  ^X^ '  j      I — ' L- 


4       3 


X 


■f— 2" 


t-- 


^ 


-*— » 


I — ■> a  y  •  0 


±=fc=& 


t:«zzE=*z=5zfzM 


1^5- 


-# — # 


il8 


**— 1- 


fe^ 


■p         -0-+-       -0-, 


5Z 


♦  --T* 


!*■ 


tg£ 


vf" 


-*-   !•*■ 


list 


(7).  Octava,  or  8ua., 
means  that  the  notes  are 
to  be  played  an  octave 
or  eight  notes  higher. 
The  Sva.  must  be  contin- 
ued as  far  as  the  mark 
of  continuation  extends. 


£ 


p^- 


£ 


■*-*- 


•X 


#— « 


; 


^ 


(7).8«i.  -  •  -  -4-  -  - 
-g    1   rx.1   P—P- 


-"¥3= 


S* 


<^^4       3         ' — 


-p*e 


/ 


FPT 


^s 


4 


X 


tf-4^ 


f=^#3l 


^m 


')■■- 


r  i  J —       — #h 


1-"    i-**    i*i    i$i     i-f*     ,♦♦     m*-  # 
1 1 1^^ — 
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PRACTICE   OF   THE  LEGATO   AND   STACCATO. 


LEONORE. 


(in  g.) 


(1).    Allegretto.    3 
— P- 


Ai-raneed  by  CZERNY. 


9 


^ #-* 


±3t* 


2 


t 


^-#-^ 


f 


=P=^ 


^ 


X '  x 2-t-L  — \  -x * 


(1).  The  FJf  at  the  sig- 
nature affects  all  the  Fs 
in  the  piece. 

(2).  The  first  Bass 
note  of  each  group  is  to 
be  sustained 

EXAMPLE. 

I   *•    m    f- 


(3).  Count  eight  eighths 
in  each  measure,  and  aaj 
"and"  for  the  dotted 
sixteenth  note. 


I=^f: 


m 


.    3    3 


a=r: 


\ 

v 


X        X 

-r^ 


i*i 


4= 


=p=#- 


^F 


-i — i- 


±z 


-1 ! — ! — 


t- 


±=3 


:t= 


i= 


J^- 


±ji: 


m^m 


r> 


1= 


= 


-g      ! 


3*: 


iigii 


PRACTICE   OF   STACCATO   CHORDS  IN  THE   LEFT  HAND. 


(in  g.) 


Allegro  Moderato. 


MARCH,   BY  MEYERBEER. 


Arranged  by  CZERNY. 


1. 


Gh 


P 


(»• 


-r»- 


-*-0-rmi- 


-&- 


3=3 


gife 


-A  J*.  #. 

_» # »_ 


t=t=t= 


*4 

r*-r« 


* •_ 


«= 


-f- 


f=F 


i* 


-r«— *— V- 


{ 


— I — #— F 


E^E& 


if: 


-tf- 


E^ 


-X- 


i __L 


L^ 


3 


(4).  The  tie  over  Um 
first  half  note  in  the 
Treble,  binds  it  to  the 
next  note,  so  that  the 
finger  must  be  kept 
dowu  until  the  first  three 
chords  in  the  Bass  hare 
been  struck. 


^u^m 


m 


WW 


r-v-*- 


-I r- 


4= 


*-*-*. 


*  -0--9--O-        -0- 

-' -i 1 1 1 


-I h 


0    #H» 


0-0    0- 


%4<h. 


m 


0 — »- 

h 0- 


r-^—   --0—0—0 


-0- 


U^ 


f 


F=r-F=F 


I 


X 


£ 


-V — L 


i5»- 


~X~ 


^TP^ 


=J \-m- 


i9- 


#-r« 


I^Ft^ 


I 


:ezt 


^5).' 


« 


-x- 


^ 


SIB 


x  3x 


9n 


-0—0 — 0- 

-I 1 0- 

-0 — 0—0- 


I 


IHM 


t=it=t=t=S 


.# i # S 

S=t=t 


-B-     -B-     -B-       JL. 

_E_pL_Jt W- 

jk p « E. 


._l_ 


# — #- 


•  •  •       m      * 

-0-       -0-  m-F-  m 


t=^ 


I! 


(5).  Sforzato,  or  »/., 
means  that  the  note  to 
which  it  is  applied  should 
be  accented  strongly.  A 
character,  thus  *  or  v  , 
is  often  used  to  denote 
the  same  thing. 
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FOUR  FAVO.RITK    MELODIES   IN   G.   FOK  HECKEATION. 


UR    N  \ TO  LIT  A  INK. 


2    1    X 


No.  1.        »"S 
Allegretto 


ifefcp 


>    * 


.— 


3^czis 


1         X 


±=t=U== 


a         2  12 


fc£ 


-0-2—0- 


- — « 

t3 


^ 


iii  II 


o — 


3    i    X 


!&=«>. 


*3=3 


"^ 2X~ 


.     J    J    J 

^ — 1      » r 


-©- 


£S 


id: 


*=J 


wm. 


2    12 


First  time. 


HecuDd  time. 


m 


±=± 


A  I 


^— i 


-6» 


dim. 

I         I         I 


<5> 


-©- 


-*— ? 


X 

2 


X 


y  »  l" 


-\ H 


■^<^ 


h-f 


-<©- 


X 
2 


X 


0^-0 


mf 


^ 


S=S=S^=8: 


0 0 0 — 


*=i 


1—  £=*=* 


0 — 0 — 0-1—0- 


HH- 


^ 


W=J 


*&m 


^ 


x^ 


s 


0 0- 


^[rhiil 


0Y-0 


Sg^a 


0 


-* 0 * 0. 


-0- « * * 


m-\—0- 


~rd 


* 


-^->- 


for 


—0 0 0 

0 O 0 

■0-f—0—r--  0 — a>- 


-0-1       l 


f* 


o 


=t;  I 


*=* 


9 


X    3 


=P=^ 


r    W   m- 


dim. 


H 1- 


0^m^?=0^ 


mi 


y.0     * [ 


SPANISH   DANCE. 


fe, 


x_i , *  ;>7> 


-#— #- 


X^ 


tfc 


-I — I — H 


-»-) — h 


No.  2. 


P 


' 


«c 


Vl  1  x  ' 


H 1- 


-0-0—0- 


£=tt 


-#-»h — h-H— 


-I — I — I — I — I- 


0^t 


9i!33 


■1 


^fe 


+-*- 


«- 


tx 


«=*=* 


-f- 


-\ — i— i — 0- 


■m  P  f !-#- 


-©- 


-i — i- 


I 


•  1 1  • 


\ 

( 


-X  — 


^ 


fes-^ 


«ff 


^ 


-^ 


» # 


X    2  1 


#— # 


£ 


»     0 


P 


I! 


.> . 


£ 


fcro 


I 


-j-r- 


£ 


£ 


mm 


3  X 


#-» 


*^g-— -vn 


fj 


X 


1 


*— # 


*-#^- 


#— # 


-* 


2         13 


tee 


#  « 


7  7 ^ 


u 


'):;  - 


i 


i  '  i 


»    * 


pff 


JULIEN'S  PRIMA  DONNA  WALTZ. 


27 


No.  3. 


lig 


4 

a. 


J^B — r — 3- 


s 


m 


-&- 


fel*— *- 


4 


a? 


Valse. 


zlzztzzt 


] 


iii^^^^^^g^i^^^ 


HtSI 


§|E=£ 


fEEEEtp 


*  * '  — |Lfa — *-* 


IglillSl 


F*=* 


r=r 


I^HEfe^E£ 


^9- 


-X- » 


FF 


^ 


-2,. 


^ 


H^l 


gi?==?^SEI 


f 


t=t 


pztzzbttztzHizztzt 


D.  C. 


^H«_ 


f1^ 


3E?S 


larzar 


r^f 


K? 


S 


-*-* 


i 


HOME— IS   A    WALTZ. 


No.  4. 


•a— -x- 


12ZZI 


58=  S 


a*C 


^^M^^^a^4 


iX-. 


g^^ 


«#- 


«= 


Si 


8va. 


F 


iL^^T 


^ 


gpwi=ap 


Lf-f 


i£* 


i£ 


£z£l 


iSfe^lEE 


HI 


a^i^^i^l^l^!^,^!^ 
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TWELVE  PROGRESSIVE   EXERCISES,   IN   C. 


F.  HUNTEN. 


(1).  Mind  the  Tie  in 
both  Treble  and  Bass, 
and  count  four  quarters 
in  each  measure. 


No.  2. 


(2).  Count  four  in  each 
measure. 


( 


No.  3. 


(3).  Mind  the  change 
in  the  fingering. 


\ 


iE?=i^EEfeEt 


fe£ 


*=P= 


• — ? 


SliB 


No.  4. 


(4).  Strike  each  note 
with  equal  force. 


m^&m 


No.  5. 


(5).  Lift  each  finger  as 
the  next  key  is  struck. 


taukffi 


No.  6. 


(6).  Strike  each  key 
•with  precision. 


\ 


p^e 


(6). 


S^^^in 


a^fcjd 


•^    P    .    »    2 


f^HFtq? 


* 


3E? 


1 
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No.  7. 


2       i     2    t      2 


3,3 


s^^ 


#-4-S-# 


/w  j  »  F— »  F  r     F-M — f -r-i 


^=P=^=F=f 


i r— r- 


F~ I — — i — I— J — I — b^ — i — i 


(!)• 


-f-i — \ 


-fag^ 


J Q—L 


X 


^pg^Eg^gftffgflggfEgfff 


:a: 


No.  8. 


2..    l   2  H  ,     22.-2     ,2 


■^_x_l*g_l_*iF*    1>-1 


togfV^te 


No.  9. 


S 


No.  10. 


fe 


2,2,?    2?2i    ,2 


x'x;   1  1  l-#-4^^#-UJL» 


S 


<-ri    i  ! 


(*)• 


t-r-      !  i 


s^e 


a o   -    1 a_J a__ .   g   .   1 


No.  11. 


4  o  4 


No.  12. 


fw      4  3-iriFir-4 


a__ a — __ a __o l a 


ala    ^    1 


*H — 33 II JC 35 /H 5J TI T— " 


(1).  Count  four  in 
each  measure,  or  one  to 
each  triplet. 


(2).  Accent  the  first 
note  of  each  group. 


(3).  Play  the  cote  a 
each  hand  distinctly 


(4).  This  exercise  will 
strengthen  the  third  fin- 
ger in  each  hand. 


(5).  Play  each  exer- 
cise slowly  at  first,  then 
increase  the  time. 


(6).  Be  careful  thai 
the  Bass  notes  are  played 
promptly  with  the  Tre 
ble  notes. 
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SIX  PROGRESSIVE  EXERCISES  IN  D,  TO  GIVE  EQUALITY  TO  THE  FIVE  FINGERS. 

Selected  and  arranged  from  the  preceding  twelve  exercises,  by  Hunten. 
No.  1. 

2    3       4       2       3 


No.  2. 


Aiu 


-tzfaffrr 


:t 


£EE 


-#-■—*- 


»^» -^ 


2^a 


t-*-M-^0-r± 


i=r=pc 


^-=p=t 


-©- 


i 


X 


messs 


?=£=£ 


fcci: 


-»— \ 


-#— a— F- 


I — p-#-»— r-#-M-F- 


i — r — ^~* — :r~  ^— s 


P=S= 


S^ 


#-»-#-ih» 


# 


No.  3. 


JU^h^hhhhz 


3       2?.2j 


No.  4. 


8      x      2      . .    •  •      2 


4    .,    4 


S£ 


0 — a — F 


_X 


«= 


TO#te 


9*0 ——P-0-P- 


-,    ,.1 S- 


X    i    X 


No.  5. 


wmi 


i=5=i=3ET*- 


j  ii'tiri 


No.  6. 


*H=S=M=* 


gg 


2       ,     2    i    2 


3    o       4    3 


iSI 


^S^HHgm 
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SIX  PROGRESSIVE  EXERCISES  IN  F,  TO  GIVE  EQUALITY  TO  THE  FIVE  FINGERS. 

Selected  and  arranged  from  the  preceding  twelve  exercises,  by  Hunten. 


No.  1. 


^^gglgiyggjg^ 


No.  2. 


^ 


z4r.zz±St*i 

x   1    . 


— '-^-tf — ■ — m— 


-«=" 


9fL 


-m-t- 


2  2 


lEE'Ega^ 


No.  3. 


i 


l^giEiSi 


H 1- 


*Ii=* 


±±=* 


UTsi^PYi^s^B 


No.  4. 


No.  5. 


m 


y 


S31 


St^^g 


=p 


Z3- 


*=rt* 


±I£2=± 


+z*z*z£ 


^^iiz^t^^=^z^J^^g^±^^ 


X 


X 


*  # 


#^4^ 


P-0 


0+0-*+ 


^-m^Lp-0-r^ 


-m 0-P-0    +    P      \Gh 

-F—0-\ — I F-1— 


E 


No.  6. 


33=  =3= 


=)zz 


=P 


i-f: 


#=* 


x 


a-  8   *  2 


H i h 


3tt 


-2— *- 


im^m^^£^m 


0  ? 


l    x 

1     —     2 


1-2    »~ip==g=t=F 


-I— 


-#-#- 


^p=?=^-#T# 


5^±&c 


-(9-- 


1 


32 


No.  1. 


SIX  PROGRESSIVE  EXERCISES  IN    C. 

TO  GIVE  FLEXIBILITY  AND  STKENGTH  TO  THE  FLNGEES. 

4  o  4 


HTJNTEN. 


(1)    Count    four    in 
each  measure. 


No.  2. 


(2).  For  the  left  hand 
especially. 


No.  3. 


(S).   Accent  the  first 
note  of  each  group. 


No.  4. 


(4).  Count  four  in 
each  measure,  and  be 
sure  to  strike  each  note 
with  equal  strength 


—       '  1       ,       i       i ii      ■       r     i i n      i      ,      i —  i l ix 


______         ______         _____!         _—J        ______       ______ 


No.  5. 


(6).  Count  four  as  be- 
fore, and  accent  the  first 
note  in  each  group. 


/ 


(5>  u —  


gjjglglEFP^K 


1*>.  6. 


2  ?  l    I  »  1    g  J  g    J  S 


(6).  Count  four  in 
each  measure,  and  accent 
etrotgly  the  first  note  in 
each  triplet 


g^^^^yfftfftffffftffftfffff^^i 


2   i   a     i   a   i     a  \  a     J  a  1 


TWENTY   FAVORITE   MELODIES   IN   VARIOUS   KEYS. 
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AIR    FROM    L'ELISIRE    D'AMORE. 

4 


2       1 


X      *? 


Arranged  by  IIF.R7.. 


UsM^gM. 


No. 


Allegretto 


±*-fti    *  *      - 


*  • 


-# P — I 1 1 F—  | 1 h- 


EEE 


fa-— I — t 


■^ — . — i — i— 


-4- 
4 

J     f      j  3^    _      3 

-t— l^ —    --^ ^**   ■ 


3*2^    ^2—  X 


I±J! 


(1).  Count  aloud  two 
quarters  in  each  meas- 
ure. 

(2).  A  small  not* 
placed  before  a  large 
one,  is  called  an  Appog- 
giatura.  When  a  line 
is  drawn  across  it  p 
it  should  be  played  ra- 
pidly, without  reference 
to  the  time  of  the  large 
note. 


i!SEHE 


#■        x-#-   -*--#.  ,H*   -r*   #   X-f- 


3E&EEE 


HreS 


EH=zt^t:-zt=S 


\ 


2    i    ? 


1        2 


—1 L BBHH^UHBsmZJ I     — — Mi^mmJ 


I 


Xh 


": (3>  .    .    . 


•       • 


cy-s— J-*-»- 


1      i 


*=M= 


t=t=t 


#— # 


^E| 


* 


-» — 09 — m- 


-i — i- 

■» — # — 9 — »- 


* 


4=t: 


9— 1» 0 #   r 


t 


I 


(8).  When  the  Appog- 
giatura  is  used  without 
the  cross  line  «  ,  it  should 
take  half  the  value  of 
the  principal  note. 

EXAMrLK. 


> 


£ 


'TIS  BUT  AN  HOUR  SINCE  FIRST  WE  MET. 


Arranged  by  BURGMl'LLER. 


No.  2. 
Andante 


mm 

(4).  Count  aloud  four 
quarters  in  each  meas- 
ure. Commence  the 
broken  bar  by  counting 
thus — "  and  four  and." 

(6).  When  two  notes 
are  slurred, 

they  should  be  perform  • 
ed: 


m 


that  is,  the  first  not* 
should  be  struck  with 
force,  the  second  lightly, 
and  the  finger  imme- 
diately raised,  as  if  writ- 
ten an  eighth  not*  with 
an  eighth  rest 


1    X    4 


m^i 


.-51 


(1).  In  the  Prelude 
eount  two  quart  it  notes 
m  each  measure,  and 
pass  the  thumb  under 
the  second  and  third,  fin- 
gers, without  changing; 
the  position  of  the  hand. 


PRELUDE  IN  F,   WITH   ONE  FLAT    (By. 


CZERIVT. 


\ 


Prelude.  J 


fei 


3eHS=S3 


(!)•    f 


x-<v- 

.3EEE- 


(2).  Count  three  eighth 
notes  in  each  measure. 


THE   LINDEN   WALTZ. 


No.  3. 
Grazioso. 


r 

\ 


in 


-a-a- 


S 


=|i=tp: 


(2)- 


s 


i1 


rE 


q= 


$- 


m 


*+ 


*= 


m± 


pia. 

I     -0-    -0- 
r0 — 0- 


-£ 


-m — p— 


fct 


t 


-*— r«- 


^F 


:t~t=d 


^=M=FtzM 


^ 


(3).    Remember    that 
two  notes,  written 

r *^# -, 


should  always  be  played 
as  if  written 


1     E 


tktmrmp4 


(4).  When  dots  with 
x  slur  oyer  them  are 
placed  over  notes, 


~f r 


the  keys  should  be  press- 
ed gently,  and  the  finger 
gently  raised. 

(5).  Count  aloud  four 
quarters  in  each  meas- 
ure. 


^_S«i 


— d- 


9* 


Sei 


— « 


(3). 


(3). 


(3). 


^$fc£ 


iEf=f=55i=i 


(3). 


(3)- 


Ml 


Z?.  (7. 


- 


# — »- 


DJ 


1 


KATY   DARLING 


No.  4. 
Andantino.  i 


(6).  When  notes  are 
emphasized  on  the  unac- 
cented porta  of  a  meas 
ure,  the  passage  is  said 
to  be  nuncnpated — thus,         J 

is  played  as  if  written. 


/^_J_,_^ 


vc- 


1^¥ 


'-*-- 


9 


#=P— 0- 


■- 


i-ft-     •* 


(6). 

,-r* 


r: 


iif^^^fe 


?3ES 


e^ 


•»/■  i*  # 


f^il 


Oes  -     -  ccti  -     -       . 


/ 


*=T 


t=zt==t 


— F-rg-f-#-''—    —  0—       -t-\-f p-j  — #->- 


,?~*F 


■6*-iT 


'i|[ 


iPi! 

krJ 1 1 1 1— 


,' 


1 1 1 1 1 ! 1 L- 


zfL 


rC^p: 


i9-t— 


■is 


EBB 


PRELUDE    IIS 


BEYER. 


Allegretto 
moderato. 


EEEifl:     (1)-  Al 
£EsJl  aloud- 
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(2).  Mind  the  ti«-—^ 


RONDINO. 


BEYER. 


No.  5. 

ALIiEGRETTO.   ' 


(3).     Remember    the 
syncopation,  and  empha- 
size the  second  note,  as 
Z    marked  in  the  first  meas- 
ure. 


-a-  -#--*■  •*-      -#-„-#-     ■+■*■*■      -0-  -0- 


'TWERE  VAIN  TO   TELL  THEE   ALL   I  FEEL. 

W-  4  3  A  4 


Arrauged  by  CZERIMY. 


No.   6. 

ALLEGRKTTo. 


■J=W=0- 


-X- 


^— rt 


J#^ 


i=h-JH^ 


^^^Ff11/ 


Dolc.f 


ts 


(4).  Melodies  are  gene- 
rally divided  into  strains, 


W 


^ 


^-T 


■-«- 


-# — 0- 


4 


i 


J£== 


-&-- 


r 


-  the  strains  into  phrase*, 
and  the  phrases  into 
members.     The   various 

Z    divisions   are    indicated 

-  on  this  page  by  the  slurs. 
m*    It  will  be  seen  that  each 


S 


EI^z^. 


t^F^ 


2j  3 


/7\ 


=?-•># 


£ 


! 


1 


>—  X- 


r* 


fc? 


# — •»- 


*EE= 


-6>- 


* 0- 


ti 


j  j 


££ 


■*    .       *  strain  m  the  last  melody 

-    is  divided  into  four  mem- 
bers. 


-0 0 


/T\ 


mm 


mzztm: 


-&-— 


4       3 


fe-^i" 


& 


&: 


X— a — I i-r-rF—0 — * 


3       4       3 


qF=±= 


-\h 


^. 


fcSS 


EE=gg 


*     .)P    •      y,f-_^ 


t= 


?=i 


-8<- 


l    £ 


-et- 


J 


1      '      ' 


i 


-*- 


J     J  ^ G 

±     i       t    t 


iSi 
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(1.)  When  several 
Dotes  haTe  dots  placed 
OTer  them,  with  a  tie 
erer  the  dots,  the  fingers 
should  be  gently  pressed 
and  gently  raised. 


No.  7. 

MODERATO. 


THEME   DU   PIRATE   DE   BELLINI. 
?(1).."T".    *" 


X 


™-bt'" 


^ 


*-*: 


5 


". 


*4r4r-r-»  —P 


H 


:*=p=r* 


^^ 


Arranged  by  CZERM. 
o         •         *         • 


i^*  g 


=4= 


3?: 


3!3H 


■4* 


^HHg 


t 


^SP 


(2).    Rallentando,   or 
.Rafl. — gradually  slower.      \ 


\H§1 


3    .    3 


_^^  — <-> — •  '**  —  -* 


/S^ 


£3 


JL       y.^.     X 


m 


m 


5 


«_ 


i=p 


(S).  A  tempo  signifies 
that  the  original  time  is 
to  be  resumed. 


/ 


3 


^X       4 


-3-3 


x-  -"^  * 


^    (3).  a  tempo. 


i^=§l|ii 


^ 


J 


-x# 


£=85=r 


tj= 


£ 


I 


SWISS   AIR 


Arranged  by  CZElk.1T 
4 


(4.)  Instead  of  count- 
ing two  quarters,  the  pu- 
pil will  find  it  easier  to 
•ount  four  eighth  notes 
m  eaoh  measure. 

(6).  Dolce,  or  Dot— 
softly  or  sweetly. 

(«).  Sustain  the  first 
•as*  note  until  the  other 
thr*«  are  played 


No.  8. 

Allegretto 
Moderato. 


ite^e 


*£p£ 


g 


tf 


£-4*^ 


* 


+— h« 


4 


,     '     4    4    3    3'        V  J'8^.4 


(7).  Ritard — to  slack 
•b  the  tims. 


a  tempo. 

^-•*  t^ff  Jfrf  Jfr1 


^  ^  ,♦  -.   !-*,*- 


r^ 


PRELUDE   IN  Bb. 


Prelude. 


j  *  x  x  — 

1  f1 


3                  2                M."0"^"                           CZERN1 
T— 2— »    1    *  »  H #-r*-i 1 — — t, — I -»»— rg 


H h 


1 


(1).  Count  aloud  four 
quarters  in  each  meas- 
ure, and  take  off  the  fin 
gers  for  the  rests. 


& 


*=* 


_x_ 


^B 


TYROLIAN  AIR,  from  "  LA  FIANCEE,"  by  AIJBER. 

Arranged  by  CZERNY. 


(2).         (3).     a 


23      4 


No.  9. 
Allegeetto. 


¥r 


•n 


r& 


2    1 


X 


*^ef: 


la=t 


§3*3 


>  4 


l     JL      JL  JL      Ji. 


t: 


-a — Jr 


-x — x- 


jz 


■&•     -9-  -m-     -9-  ma 

Jv-» »-rdrf— g  |  j^T  — |— 


(2.  Count  aloud  three 
quarters. 

(3).  Notes  -written  thus 


— X- 
4       2 


4h 


O 


^ 


should  b<>  played 


B^l 


2,1     v  -r*-  *,'      **    3  o    3 


-X  j     fi> 


igiBlfi 


-a ^T-d-T-^-T-r-d-Ti 1 Tr-r^ 


-MF 


(4).  The  first  only  is 
struck,  and  the  EQ  is  to 
be  continued  through 
the  next  measure. 


,=*=* 


y*3V=* 


i 


I 


■6>-.tfX       X 
14      1       1 


— X- 
4       1 


-X- 


SEE 


-x~ 


X- 


m 


GALLENBERG'S   WALTZ. 


Arranged  by  BEYER. 
4, 


No.  10. 

Allegretto 
Moderato. 


(5).  Mind  the  phrasing 
of  this  piece,  and  play 
"  legato,"  or  smoothly,  as 
far  as  the  slurs  extend. 


USE 


(6).  Appoggiaturas  are 
always  slurred  to  the 
principal  note. 


RUSSIAN   AIR, 


Arranged  by  BURGMt'LLER. 
14    4    1 


NO.  11 

Allegretto  < 
Moderato 


(7).  The  first  strain  of 
this  piece  is  in  A  minor. 
It  should  be  played  with 
much  feeling,  and  the 
marks  of  expression 
should  be  carefully  at- 
tended to. 

(8).  The  G  having 
been  sharped  in  the  last 
bar,  is  to  be  continued 
sharp  during  the  next 
measure. 


38 


No.  12.   \*3 


m 


STUDY,  FOR  THE  PRACTICE  OF  THIRDS,  IN  BOTH  HANDS. 

55    


3z 


Allegretto. 


^^^g^-Fg'Sr^f^^i^^ 


k 


Play  Andanlino  at  first.     When  the  difficulties  are  surmounted,  increase  the  Tempo  Allegretto. 


& 


-* — *-*- 


7     I      7 


r    7  r    f 


l     7  r    7- 


1 


£ 


i=£ 


Efcfei 


p 


ff    f 


y    •?? 


'Hf-'HF- 


/or. 


9%p&g^=g^S 


^ffiTf 


8wt 


i 


',: 


-i#- 


f 


^#- 


fiM 


■i* 


SIS 


Loco. 


4-*- 

_2~ 


*f 


^^ 


s 


r    7  v   'p_E^btj=3bzT    7  v  ^ 


tt 


MjgzgizfcgiT: 


mf 


ss 


-=t#- 


4#- 


je 


*£ 


/TN2-^-#- 


?2» 


f 


$w 


j£z*=±* 


2 


&*: 


:*=dtz*: 


-7-f-7- 


^^zzf^Ffegzz^-^ 


ip: 


^std: 


*# g- 


£=± 


Fine. 


mf 


^li 


"7^-7- 


■^MP 


f 


7  r  7 


I 


sH^ffi 


«J- 


r 


-u* 


»^ 


2*- 


li^jpfe 


^*f* 


§g 


2    i    X 


4—*-* 


S* 


:*fc=5: 


7    T      7 


l±sLiJB 


7  r     7 


^^ 


g@ 


■*—*—+ 


for. 


cres. 


rn^m 


l*f  *  *t*W- 


7  r      7 


C*5t 


£>ja. 


-7-r- 


S^^P^^ 


s- 


s: 


9 


-7— T- — T- 


5* 


JT 


3=i=? 


.=3^F3 


d=3 


:=5 


Cres 


cen 


do. 


gS 


5-y 7- 


=S  _z=q|jgzz==z==-Tf = 


■* «M?- 


H 


ELFIN   WALTZ. 
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8va 


teH 


x: 


3 


J 


No.  13. 
Waltz. 


i* 


r 


G 


3 


r 


x: 


; 


/'• 


^ 


S3 


*  *        * 


-e  * 


' 


E^ 


*-* 


*  *         -e-   ■*- 
— » — #- 


f 


44  ** 


tSsSsS 


Z-^rtt 


r- 


Sva  -  - 


4— 8- 


§4 


** 


2  f 


«W4- 


gSg 


• — » 


f 


m 


=E 


-*-HU- 


m 


±Jl 


/• 


*?, *-* 


4*       * 


:(=: 


# »_,_,« PP.- 


i 


jjj 


8wa 


S3 


3= 


gg 


s: 


3=* 


i>- 


w 


s 


?=-t=t 


*-* 


f 


F    F 


:t= 


-p 


£t 


-#— (- 


F 


-3  J ,     x      F     f   ,    X       X       f" 


^£ 


-*-¥■ 


1 


jp?' 


if        *  * 


t 


^=fe^ 


*-*. 


F=f  T'lf  I    I  |  T  Tr;fr 


*f=fEEP 


i-^nx-^ 


-»   T    T 


¥f  ft* 


1      3 
1   ■*■ 


3± 


festf-^ir^^=g 


/>• 


j ---4 -i 1 '  '   -^ — ■ — i      1 1 — L  '  — :4=— "'  ' 


i 


4  i 

2       d 


-Hf-f 


If  !  «  l 


^^jgg&Mk&maMJLmgm* 


$ 


m=U4=i*4 


4--^ 


;=-g — e 


' 


i 


*»— ? 


§1 


4       o 

?       ?      § 


t 


( 


tfMii  in 


X       3 


=£=£ 


Z-T*-?-?—* 


2.      X     X     3 


rr 


^=F= 


4       o 

3  4  r    2    i   x 

-F-F--*-  -F-  -F-  ■*•   i    •     .     x 

1 1 L_. 


-^-^-7 


II 


-€ — €- 


A  -* 


-P— F- 


=  ±= 


H*^+ 


:t= 


p.  sf. 

0       # 


?rf=£ft&d: 


p.  8/.  p. 


i — i- 


^5* 


^m 


40 


#*-* 


S*3#^ 


PRELUDE   IN    D,   WITH  TWO   SHARPS 

3^  ==  ffibdS  -rE** 


BEYER. 


•«£ 


-^3 ^rl- 


SWISS  AIR. 

TO  GIVE   DISTINCT   ARTICULATION. 


(1).     Count,     count, 
count  aloud. 

(2).  In  changing  the 
fingers,  be  sure  and  give 
to  each  note  'with  dis- 
tinct and  even  force,  ac- 
cording to  the  proper 
accent 


u(l). 


Arranged  by  CZERNY. 
3  *- 


(3).  Be  careful  not  to 
depress  the  hand  when 
the  little  finger  is  used. 
Keep  the  muscles  of  the 
hand  in  repose,  and  let 
the  fingers  act  indepen- 
dently. 


(4).  Instead  of  count- 
ing the  time  according 
to  the  signature,  the  pu- 
pil may  count  according 
to  the  accent,  or  two  in 
each  bar. 


No.  15. 

Allkgro. 


§E£EJ 


ON   YONDER  ROCK   RECLINING 


Arranged  by  BURGMILLER. 


2  ,         X 


££ 


-A: 

— 0- 


3        3 


y. 


im 


-i 3=z 


~ *  4       2 


(5).  The  flat  before  B 
and  E,  in  the  first  group, 
serves  for  the  same  notes 
in  the  next  group,  as  an 
accidental  affects  all 
notes  of  the  same  name 
the  measure. 


fe^Sil 


^M-^^^^gfesaysss^^ 


; 


i_£nfc 


I^ill 


^ #— T_  -  # ! 


•  "^  f*  +■ 


I1I'\«IRIAN    NATIONAL. 


4:1 


No.  16. 
Allegretto. 


'd 


# ft * 

F=* — f- 


*c 


;^#^Pfipp 


-^ 


/»»• 


ffl 


ffi££ 


3 


J 


fe-*- 


-+ r-H 


£ 


Hft — -ft 


gz± 


ill; 


:| 


B-*ij  ri=t= 


-y-^-t=g 


^ 


^^ 


* 


A 

.ft I_ 


=F+ 


-¥-: 


pia. 


^„;-Jf- 


£ 


£ 


^-»    f   f  ■      -$-$■ 


ft         ft    ,    ft ft 


Q 


t 


^Rg- 


r 


PP 


jl; 


■I. 3T-» 


4 


£±f 


2     1 


1 


X 


^^fr^m-^f 


' 


I 


^ 


>" M-#" 


• — r*- 


~£>2 


9§ 


1®— 


i-^U-J  JiV  H=^J  Ji!-,J  W^ 


^=^1 


5E^i 


r^ 


* 


^ 


LESSON 

To  give  Expression — To  show  the  Fingering  of  the  Chromatic  Scale,  and  to  cross  the  Right  Hand  over  the  Left. 


2    ,     2    0    2 


-m 


-jfefe^fe^ 


2    ,     2    ■*    2 


x   l   1  ft    ■*■       -0<>!m  ■*■ 


2    i     2    »    2 


r- 


I  i4  ■»        *»        ■> 


-<5»- 


-T-: 


No.  17. 

g^£E?; 


iX 


^=t 


4=f 


t 


t=t=F=S=t 


40- 


t=4^ 


— —     7  p^      —  7  i  C  i-2^11?^^^^ — — T^  '     J   '    I5FPF 


*-•-* 


ft 


S=^ 


^-*- 


— » 


.S 


t=P 


-* — « 


i=s; 


3?=lf 


J=r 


: 


Hz 


a« — # 


£ 


»-fc 


R.  H.  U  used  for  Right  Hand,  and  L.  H.,  for  Left  Hand. 
6 


42 


la  mit  'Ba\U. 


— ■■■  i 


gj8P&fogfjgg^#i£3igfe 


ism 


No.  18. 


dolce. 


fe= 


Plilglg 


P 


r 


sees. 


r 


l^Jpig 


:|=JI 


fit     =si 


^ 


aS 


£=ft±: 


i« 


l^ngi^ 


i*_3_ 


-*£    ±t±^±0-    * 


¥ 


s-_ 


^=^=g= 


■f*--* —      - — r-  T — F-« — »• 


-I f^W 


*5 


:# — £jcje 


:J=B& 


rr 


y=±£ 


ma 


§fefc 


I  I     l»1 


-I— 


1  *■»  f-mf-     'I*     ■*■     P     1  ■*■  **■  **■     1  -Pm*-  I*        I* 


-P+^ 


H — I-+- 


-&- 


I     !      I 


-P- 


£k=E 


|^gSE£& 


X 


'. 


2  1  2 

■m-     1      n^      1  -— 


5^: 


£=£ 


'— ««*J — HH — L^—  * 


tt 


~G- 


1    2  1 


XIX 


^^±fe|« 


•i 


sail 


Efe* 


E^JE* 


S 


*f* 


-» — -9 »- 


i 1 +- 

-» — » #- 


t: 


#-=■ 


pB 


./»./<-, . 


— i — i — r 


rjm 


Sill 


Cat 


r 


\-0 — •- 


si 


*±* 


^-ji  MMMMO^M^M^M        "      'mUMIM^nM  ■■^■■■■■■■■r  ^BB^ nHHBB^mMH MI^KHKS9«M^      — 


r      J      J 


^S^ 


n 


/^i-i- 


l* 


a 


#  £ 


f 


* 


s  ^^^^^^m^^-^^^^^m 


r~ 


\ 


u 


PRELUDE   IN   A,   WITH   THREE   SHARPS. 


P 


*h* 


±-t± ^      *-g : ' M-+ 


ifSJJH 


"** 


0~m    3- 


JOUSSE. 


^@S^ 


**f 


-*¥- 


2       ^  X 


HP 


fit* 


#»— X- 


ezc!*» 


ffis 


*3 


-X- 


7=f* 


S 


13 


HOME,   SWEET   HOME. 


No.  19 


Andante 


J 


Arranged  by  JOUSSE. 

^1 — t-^1  t   t    j  p        (1).  Mind  the   double 

dot,  and  play  the  second 
Treble    note    after   the 
-      j        m      m  last    note    in    the    first 

Bass  group.     Play  both 
hands  lu  a  smootli  legato 
-    manner,  and  make   the 
melody  sing,  as  it  were. 


M 


5«±F 


:fc?_-P 


3=Ef: 


-, — r- 


=1: 


(2). 


Dolce. 


^k±t 


y£=±^=^ 


(2).    Keep  the  finger 
down  the  full  length  of 
the  notes,  except  when 
i^.£     h — P-j—       __^.i    +_^.i  ^.    J^.      "£Lj0.~zL  „#._    _^._       staccato  marks  occur. 


"tr— * 


COTTAGE   WALTZ. 


No.  20. 

Allegretto. 


*^^feteferf 


^=i# 


_x 


Efe5 


4=5 


(.'i).  Count  aloud  *^hree 
1st  time.     J      3d.     |^    quarters   in  each  meas- 
ure. 


-H-H-Cl 


###***: 


^5 


l*#-»#-  -#--#-  -#■-#-  -0^0^~     90:J0r~-0- 


(4).     Play    the     bar 
marked 


4 


'-*- 


« 


\ 


t= 


am 


I     1st  time.     I 
After   the    Segno,    play 
the  bar  marked 


fc 


-00*00- 

i    !    !    !    I — 


2d    time. 


/k\    31X1X 

V° ') -00000-     -H-M 


1st  time.    I      23  time. 
4 


(bESSS    &ga  E3ESB  ^J^egfeEg^ttofanP^I  «* 

)   *J  i.»n  .--..in        nn^Bua       ^       ■■■■■■  ■ ^ . *  -i.  /n  i  ^    ,__^  0  — -  contra 


Play    each   note 
I^Zl    '.    distinctly,   and    do    not 
contract  the  muscles. 


cvftir^ — g — s — I — gs 


Ml 


q=: 


* 


s 


pz 


iiigglia 
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No.  1. 


THIRTY-SIX   EXERCISES,   BY   ALOISE   SCHMITT. 

TO    GIVE    EQUALITY     AND     FREEDOM     TO     TJBLE    FINGERS. 

No.  2. 


No.  3. 


No.  4- 


\ 


No.  5. 


No.  6. 


No.  7. 


'■^^±jt~^^^^^^^^^^^^3^^^^^ 


=T- 


fcfrTBCrTrrmgS 


No.  8. 


No.  9. 


No.  10. 


-■^^-^3*=^ 


^^^^^^^^g^^cg^^^^^^gp^ 


No.  11. 


No.  12. 


No.  13. 


No.  U. 


i«* 


j^vg^**^* 


'^''T'vv'' .  * ' '  '*  v«cr*  «v  c« '  *' 


^^tg^^^g^^^'^ltg^r^^g'^^^f^^l^ 


No.  15. 


No.  16. 


No.  17. 


No.  18. 


1 


^ 


No.  19. 


No.  20. 


These  five  finger  exercises  should  be  played  slowly  at  first,  then  gradually  increase  the  time.     Play  each  exercise  at  least  ten  time 
before  stopping  at  the  closing  note.     To  acquire  an  even  and  elastic  touch,  play  each  exercise  legato  and  sticcato  alternately. 


*o 


No.  21. 


THIRTY-SIX  EXERCISES,   BY  ALOISE   SCHMITT. 

No.  22.  No.  23. 


^'* 


E^=^j^5 


•Th^ 


§SzJ^ 


g^*-*  *  •  *  + 


No.  25. 


E^^^^^^^^^^^ 


No.  27. 


No.  26. 


£fe* 


3    4    3 

No.  30. 


\ 


V     1      2      .      V      .  1 


*^ 


-#•  •  3  • 

;c.     x  x  &c 


X    X  1    X    !  &C.  &C.      X  &C. 


No.  31.  No.  33. 


i'^p 


i 


No.  35. 


No.  34. 


3    2  J.  3 


No.  36. 


x  ,    x       x 


T*p±?L*-±iA± 


^/*      i  -; — 9-f--9-f—\ — M — h-r-j — »-| — I— 


r  ■*  i     z      i 

X  _  ,      _  X   ! 


iipsyi 


a 


i    I    i  -F—0+-+- 


•^± 


&c 


4    °  3 

Be  careful  in  extending  the  fingers,  that  you  do  not  cramp  the  hands,  or  contract  the  muscles.     With  proper  attention  the  above 
exercises  will  be  found  invaluable  in  giving  a  free,  firm,  and  equal  touch. 
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TWELVE  MAJOR  SCALES  FINGERED. 


The  pupil  should  at  first  play  each  hand  separately,  then  put  the  Treble  and  Base  together.     Play  slowly  at  first,  and  gradually 
increase  the  velocity.     Repeat  each  scale  ten  times,  and  finish  with  the  concluding  half  note. 

No.  1.     C. 


TWELVE  MAJOR  SCALES  FINGERED. 
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thirASna/enertaltrUle  wV11^  ^^^  the  right  ^^  iS  pkC6d  °n  Bb-     Great  Care  Sh0uld  be  taken«  in  PlaciQS  the  thumb  under  the 
third  finger,  not  to  sink  the  wrist,  as  it  gives  an  awkward,  limping  motion  to  the  hand. 


No.  7.     F. 


x 


x        2       3        2 


!23X       ^    £■£    £         » 

a    ♦   f   j-      f    1~    1-    -F      -F 


X 


(1).  The  scales  of  D>  Major  and  C#  Major  are  fingered  in  the  same  manner. 
(2).  Gs>  Major  and  FJi  Major  are  fingered  alike. 
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TWELVE  MELODIC   MINOR  SCALES  FINGERED. 


The  rules  of  modulation  require  that,  in  the  ascending  Melodic  Minor  Scale,  the  sixth  and  seventh  should  be  raised  a  diatonic  semi- 
tone.    In  descending,  the  seventh  and  sixth  are  lowered  to  their  proper  places,  according  to  the  signature. 

No.  1.    A. 


3       *    ,  3 


\ 


^F3#t^ 


^3^=M#fe3 


s*?r 


X 


4       3 


^r 


i 


No.  2.     E. 


-h 1        '        I i-t — I 4 F- 


*«=£ 


fc^M^yy^ 


4       3 

No.  3.    B. 


^,. JfJ*A^>--,-><-i*  ,  p-r 


ra^ 


Ll      X 


•  0  +  ' 


=t 


i 


X 


T     X  3 


^^HM^EfcS 


E 


=— — = 


*  *  ♦ 


No.  4.     F#. 


lX      2    ,1 


I^SH 


f_—  -111 


:*=fc= 


tX— 4- 


=F 


-* — F — r — I r4 ' ' 1 r        I ™ — F 


*zi£ 


^— *" 


*  » 


i=r 


*=*** 


\ 


-1=*- 


F* 


Htt2 


X  ,  X 


m 


2       1       x 


^j^pdiM^EJHr^? 


rT    a:z*_d__-LJ      i_ 


X 


.. 


No.  6.     G#. 


IfFPS 


SEEK 


-p-^P-w    TT 


,1  -fc 


^=3t 


^m 


--■-# F—         — I H t— I 1 rH  ' 


r*s  ^ 


x 


f   d  m  r:~n 


If 


TWELVE  MELODIC   MINOR  SCALES   FINGERED. 
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No.  7     D. 


«  JUiJMJ^J5_5. 


4       3 


No.  8.     G. 


*— !r 


^=P 


Mfe=f=^ 


tU— L—  X 


pi^j 


1^.^  £V   ^        x    2 

^F— I 1 1 rl F— »— a 


it 


pr£| 


5t   W-   ♦    *       X  ^2 


mj  tf  ir  H 


No.  10.     F. 


fe 


X 


=§s 


2   fe#  6*-  ■*■  V* 

a      ■#•       UP-Kh-    4-     -4— 


igf^g3E^|= 


«x_ 


P=^ 


s^f 


-1: 


?    * 


I 


No.  11.    Bb 
F5^ 


x 


^F 


pppE[#%g 

■#■•■•  x 

i      x 


ju  y  f  V.-    U* 


te 


:^£f 


3  2  T  7      x   '» 


1    x     * 

No.  12.     Eb. 


1       2,1 


\ 


pggg 


x  k^^±V-     £     » 


^Ptt 


^  FW4 


•*■     f       a       2 


_rx_i_#_p_ 


i=* 


_r~ 


1-^ —  ;      ■      i  -T^-f-f=P 


x 


1      X 
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TWELVE  HARMONIC   MINOR  SCALES,  FINGERED. 


Bv  comparing  the  Melodic  Minor  Scale  with  the  Harmonic  Minor  Scale,  it  will  be  seen  that  the  latter  differs  from  the  former  m 
three  particulars  :  1st.— The  ascending  and  descending  degrees  arc  alike.  2d.— The  accidental  is  placed  before  the  seventh,  or  leading 
note  only  in  ascending      8.1  — The  interval  between  the  sixth  and  seventh  contains  a  superQuous  third,  or  three  semitones. 

No.  1.     A.  .o 


**^F 


1       2  X^    +    t 


4       3        ■* 

No.  2.     E. 


-h 


1         m      -0-     ■*■         ■+—  V4—     +~     +-        T"      ,  •*"       C  A         _     I L  3 


No.  5.    C#. 


1     •      •*#■-£_£: 
-•— ^— rf  -I h 


2        1 


No.  o.     G#. 


TWELVE  HARMONIC   MINOR  SCALES   FINGERED. 


No.  7     D. 


i     x     °  ~     3     x 

As  the  ability  of  the  student  to  play  difficult  music  will  entirely  depend  on  the  fluency  with  which  he  can  perform  the   Major  and 
Minor  Scales,  at  least  one  fourth  of  each  daily  lesson  should  be  devoted  to  this  most  important  study. 
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NOTATION    OF   THE   DIATONIC,   CHROMATIC,   AND   ENHARMONIC   SCALES. 

The  Diatonic  Scale  proceeds  by  tones  and  semitones,  in  the  following  order : 

DIATONIC   SCALE. 


i 


5 


q^i^= 


_J      9 

1  2 


If 


The  Chromatic  Scale  proceeds  by  semitones  consecutively,  according  to  the  signature.     It  contains  twelve  sounds  and  the  octave 
to  the  first.     In  ascending,  sharps  are  used  to  denote  the  semitones. 

CHROMATIC  SCALE   ASCENDING. 


i 


5>=^S 


3 


* 


*^i 


-m- 

6 


4r* 


5 


* 


mwm 


12  3  4 

In  the  Chromatic  Scale  descending,  flats  are  used  to  denote  the  semitones. 

CHROMATIC   SCALE   DESCENDING. 


10 


11 


12 


13 


i 


i 


± 


T 


?0 


=t 


iat 


« 


p*- 


=F 


i>, 


^^ 


I 


The  Enharmonic  Scale  divides  the  octaves  into  quarter  tones.  On  the  Piano-Forte  this  distinction  cannot  be  expressed,  as  thesarno 
key  is  struck  for  C#  and  Db,  &o.  There  is  really,  however,  a  quarter  tone  difference.  In  theory,  therefore,  it  will  not  do  to  write  C# 
for  Db,  D#  fjr  Eb,  E#  for  Fsj,  F#  for  Gb,  A#  for  Bb,  Bq  for  Cb,  &c,  although  the  same  keys  are  struck  for  the  sharp  of  the  lowest 
note  and  the  flat  of  the  highest. 

ENHARMONICS,   OR  QUARTER  TONES. 


$ 


:i—  i*-=t3^ 


3 


=t 


W: 


ffi-  -fc»—  EF  &c-  *°. 


CHROMATIC   EXERCISES   FOR  PASSING   THE   THUMB   AND   SECOND   FINGER. 


x   1? *      X   *2       X       »    \       2      *  Tff    X   ^2       X       2    ^       2        ^ 


tfo    X   r2 


Play  each  hand  separately  at  first. 


X    ,  2 


X    ,  2 


piSlSgiiBi 


^a^j^jg^^festn 


CHROMATIC   SCALE   FINGERED,   ASCENDING   AND   DESCENDING. 

t  „  3 


2     ,  1 


XH' 


v   fTr    y'o       X    l       * 


li&llfr  ft***** 


*-« 


x  i,3 


Play  each  hand  separately  at  first 


im^t^g|g§= 


x   tt2    X    ^2        X 


9: 


X    "2 


X       1        2       v       o 


:^S|3£ 


brfr-fr 


X       2 


:t 


It 


^l_':ll£L^  -==|S== 


<••* 


73    S^f^&=±E 


t&u£&2E  |[ 
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EXERCISES   ON  THE   CHROMATIC   SCALE. 

Though  Pianists  are  almost  all  agreed  as  to  the  fingering  of  the  Chromatic  Scales,  adopting  the  second  finger  for  the  black  notes, 
there  are,  nevertheless,  numerous  exceptions  to  this  rule. 

In  the  following  passage  from  Hebz,  the  employment  of  the  third  finger  is  preferable  to  any  other: 


m 


Ores.  sf  Dim. 


t&EEE 


sf  Dim. 


^S 


E 


In  the  following  example,  the  use  of  the  first  and  second  fingers  will  add  to  the  smoothness  of  the  passage: 


\ 


Jti 


H 


i  _  ■   S3       CZSZSZ3       I 


9*e£E 


±z 


1 


In  default  of  the  precise  indication  of  the  composer,  it  remains  with  the  performer  to  distinguish  which  of  these  different  fingerings 
should  be  preferred  to  the  others ;  but  the  best  and  generally  adopted  mode  is  that  in  which  the  second  finger  is  placed  on  the  black 
keys. 


CHROMATIC   SCALE   IN  THIRDS. 


X       1       2      X 


2X12 


X       2       X       2 

J38L 


2X12 


X       2       X       2 


■j — •- 


ggjgljIiBiPf^* 


i 


1   X   2   X 


_X_  2 X 3. ,. 


X   2   X   2 


1   X   2   X 


2   X   2   T" 


8ra." 


2X12 


X   2   X   2 


X12X     2X2   1 


X   2   X   2 


X   2   1   X 


V- — ff-i  i  ■  t —     ■  i —  T— x— ?~x  g  x  z-J— x »"  X" "  «  x  '  '-  L  '..  I      ' 


X   2   X   2 
C/"es. 


12X2 


/  Dim. 


X   1   2   X 


^ 


X   2   X   2 


X   2   1   X 


2X21 


I 


/ 


X   1   2   X 


X   2   X   2 


2   X   2   X 


X   2   1   X 


§5: 


JL 2_X_2. 


^^^gjgn 


x — r  z^x 


2   X   2   X 


12X2 
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EXERCISES  ON  THE   CHROMATIC   SCALE  IN  THIRDS. 

CHROMATIC    SCALE,    BOTH    HANDS    RUNNING    IN    THIRDS— BROKEN. 


l^ 


"     ■      I        I         = 
x      2    «f   ^3      x 


W=: 


if^^^^ 


;>< 


4 5T 

2        3       X 

1 


^S 


rr3 


:^k 


& 


HH- 4 


2p: 


,1 a 


I"* Tf * n ±LJ- » 


X 


=S 


«— — .. 


■J-- 


I — ' 


^#JfetJf=ri=el=fefeL^ 


s 


3  ,2  £   •, 

♦Jti   i>»-|.X 


I    1     4    y  ,  X  li V~  2  *  X       Tlj 


CHROMATIC    SCALE,    BOTH    HANDS    RUNNING    IN    THIRDS— BROKEN. 


tf  — ,,?-—■  ,   "j  ^--  - 1    i    [     —  i    i    i  p^r^ — iiis— -L— — -=;_   '    ■  is     - 


£>.£:£.  I  !$:£. 


4  3 


2JpL4-#=gt^r- 


Wtb 


h-»^^#-^f 


?#-4- 


~t 


rJ^l 


p#— - 


3  a  4        ,»•     '   -,    x  5*-*i 


I 
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EXERCISES   ON  THE   CHROMATIC   SCALE  IN  TRIPLETS,   SIXES,   &c. 

:rtini. 


(1)-A 


CHROMATIC   SCALE   IN  TRIPLETS. 

A 


BERTINT. 


X   tf2      Xn2       ! 


(1).  Mark  the  accent 
on  the  first  note  of  caib 
triplet 


A  A 

3        2     i    1         .  ■        <->  » 

*  -^^   *^-    0     Vr2   I,1     X     ,  a     v'    o 


t±^XZZ2 


'-* 


-X — 2- 


***■ 


•zra 


H=£i 


^-^=^^-^^-i»J-^ 


-H^M=i.2=is=j 


Sfili^^=^^ 


i 


X      1 


X 


:t 


■reas 


^=t 


X_i 


?•- 


22: 


B 


X      2 


(I 


CHROMATIC  SCALE  IN  SIXES. 


(2).  A  a 

i  X       -  a      -.       .       v    „2       1 


/ 


^^=^l#-F=r-i      :    T    !      l-f-F  in 


x  ffiT   x  ""a     x 


(2).  Count  six  eightht 
each  measure,  but  ac- 
cent the  first  only  of 
each  group. 


3       2,1 


X    ,  2 


f  f  ^•♦^-  r    f>r    x- 


& 


t- 


w^m- 


x_ 


-#-p# 


x     ,      ,     ..     _  X     z     x     i        X 


LI* 


X       1       2      x      2  I  ^J 


P 


CHROMATIC  SCALE   IN   CONTRARY  MOVEMENT. 


— i — t- 


-  £-JSV 


:t: 


x. 


F:=P=#=^: 


t: 


:?— x- 


(3).  Legato. 


hi 


=t 


*=**=*« 


X       2 


X      1 


a* 


fwwm^^^ 


V       2       1 

X    ,,2       *   jj, 


(3).  Bind  the  note* 
well  together,  and  play 
as  smoothly  as  potable. 


new?™ 


t3#4#=&=± 


§ 


-m^mmmmim 


1      La       Xni. 


fci* 


x 


l  ,,a 


x 


1       3 


JLgfc** 


Jl f 


B 


X   Tl2 

x      1,2 


^  — ' .J  -!— | p^F^F-*1?* 


^— T 2~  v 


2  x  rs  •*■*+■  ■+ 


2       X 


1       2 


X       1 


2 


1 
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CHROMATIC   EXERCISES  TO  GIVE  NEATNESS  AND   EXPRESSION. 


Allegro 
Moderato. 


fe 


9 


ftfrBfeg 


■^te-^f — ■ 
^EE=1e==^EE 


S     >I,P 


*f*S 


JE£ 


n**f! 


n-<7- 


H — I — i — I- 


BEYER. 
1 


?=*=£* 


v    1'2  3 

r ,     p 


y    1^2    X 


•-+ 


-#— «H? 


-TCT 


J=^==j: 


=d= 


-6>- 


#*-•« ^ 


■\   Li. <Ij — oil  t     _  5  _ 


>ft«¥^ 


i— »-3    -4- 


*TT«- 


>fc£  fi 


X    ,2 


w- 


£ 


4       3 


2 


zkzfcz* 


/- 


s: 


P  I 
4      ± 


± 


fir 


* 


-^  —  —    — 


1 


4|3_2    i      X 


Sva. 


Sva. 


^^Ep^E^gg^E^S 


* 


izf- 


r*jb^^j^^^ 


/- 


is 


«- 


-4- 


8  va.-^*^*^" 


I 


i 


7" 

3-* 


-^3^ 


1    2    "    4 


1-rra- 


m^« 


xg^^M 


■«■ 


-*— * 


I 


p 


2f 


X 

•■ft- 


±- 


m 


»         IX 

X-#-      X' 

1*     J-#-        4 


E 


Szfci 


If 


Allegro 

Moderato. 


Ores.  , ,  1 


i^sp^iEEiijziFiLi 


-*•' #•- 


z-iA: 


BEYER. 


&^ 


fciiB! 


t: 


mm 


i-fr-  t-  p-^F — Ezfc 


i  *g?§** 


SuaESES 


*#=*#<=* 


< 


*Wres.    * 


55^5^3" 


-*•- 


H 


?!  »  rfr=E 


* 

iT 


pX#.  ^        !^. 

4V  -fe-        3-tV 


-  tf  Cm. 


m 


::i:z3: 


S 


Zft 


i^i^^ii 


4*- 


CHROMATIC   EXERCISES   TO   GIVE   NEATNESS   AND   EXPRESSION. 


.r»7 


^mm 


;fee 


j.  Ores. 

»:  ■■■!■  |  k. 

-=£f#- — g=^ar~p>=r=:f::^==g==F- 


:t=t 


it- 


1 


•  I  I    * 


± 


mf   Ores. 


^LifrLJ-* 


II 


rft 


r 


pps 


r— r 4# 40— r 


=fc 


fc± 


wi/"   Oes. 


^p^j^*£ 


£*£ 


§*S&PP£e£e£ 


t=± 


:-*■- 


<5» *-#— T 


§F^^'^"PSg^g^^^ 


! * — Ti-fc-»^-»-P4y-H*r-i — F^-h--F=P-h-h-- 


*-=r*=f: 


« 


Orescendo. 


9: 


■w- 


3 


fflTJTj  |  ^7j  |  JpJjI 


rg 


^/.  Dim. 


¥^F=£ 


p 


i* 


3     © 


ivz?-^- 


£ 


ii^p 


=t=t=t 


^ 


J  Legato,  p 


Eifi 


-I- 


-# *- 


-0 * 


Ores. 


^w^-^mm 


r- 

tr    ir    » 


3E» 


;'■ •  * — vpF^^-"111^ 


Legato,  f 


^g^S 


H ^ 


p£*** 


S3 


^—^/^A^-t^M^ 


SS3BS^ 


IP 


£ 


9--^ 


-P,       j     -j       |-- 


■0-  -0-  -0-  -&■ 


3    1    X 

^ti=t= 


4 


* 


E 


-f — f- 


i 


-y-- 


^=E 


4»— 


-©- 


4» 


:E 


:t= 


* 


x~ 

x-#-   * 


Sff 


SIX  PROGRESSIVE  EXERCISES   ON  POPULAR  MELODIES. 

No.  1. 


PRELUDE. 


CZERNY. 


gi|lj|jB 


Vivace 


fi *      #  —  0 


?EE?EE£ 


IS 

-»  - 

r- 


«_-«_ 


^p— ^ 


I*    |  pT-f—* 


-0—-0 


rf: 


m^m 


Ep=i 


•*--*-*- 


^B 


9:—  f==rz=^EEg^gE^==i=z^^ 


.-I- 


?   — «* 


1 


$=*=*5i 


:S±* 


-T-^: 


B 


•^      1L     j»- 

t 


IrruiiKol  by  CZERNY. 


\*H 


,§ 


:t 


-p— ¥ 


=« 


ii; 


-ht=z 


-# — 0  — 0- 
e      0      m 


-0 — o — 0- 


-?— r- 


Waltz. 


,5 


IE 


5   1 


*_*.. 


:t 


1= 


:c: 


\ 


z:    -«•  .#.   ^  it      -*■  a 


*4*4i 


-■— —> 


« 


m-4-4- 


-0 ^r-0——0- 


0- 0 0- 


ii^r^i 


m 


±    £        ±    ±        £    £ 


:£_^L  .    _a <_ 


-#-    •*• 


F^E3: 


=t 


=CP= 


_e: 


£».. 

t 


EEEEEEEEEEEEE^? 


f£=*EEEEE^ 


*F 


fEEEEES^EEEEEEEf: 


; 


— )f_ 


fc-  ±— 


-^E::  rf~*ZEEE 


i 


59 


Legato. 


feH=ll 


SIX   PROGRESSIVE  EXERCISES   ON   POPULAR  MELODIES. 

3 

2 


3    49. 
\-0- 


•&■ 


g£ 


*^-    i-ir 


1st   lime. 


5£ 


-,- -»  -W- 


tET 


E 


*=*zi 


2d    time 


£ 


^)  Dolce. 

■0- 

0—0 


r 


it      Keeee 


# — »- 


t 


-#—  0- 


:F: 


z^^^-Fi^=Niif^r-h=F^^Ti:7=r:==fz=:Fg=^:n: 


-» — 0 


*—*=* 


-i — #- — 0- 
-i — i-  ■ 


-» — # — » 


Prrrt 


=f^EEfjEjiEE?: 

■#-| 0 9 — H — •"-* — #H— 


v* 


I*""! 


-«- 


-5X 


z^=r 


1         -<9-      * 


X 


^— ■  tf i-~ 


i©- 


Legato. 


?EEq? 


X 


p=l' 


£ 


:£  2 


•# — k- 


~6>- 


■<9- 


S 


■«>■ 


I=EE 


& — 


-ia- 


1 


iEEEEE 


i     i 


± 


4 
P~0 


Snz 


^^=1^ 


W^0 


tt= 


i — 


r± 


x 


4- 


H — ' — I- 


X 


^ 


^£*^ 


H 1 1 1 


^*U 


&. 


X 


*= 


:^*  ^r* 


P=^=^=P= 


H >- 


w—f—Jt 


^—W 


pEEEBZZZp: 


B) 


.  i T   P  !     f-|- 


=p^=p^=^ 


-i 1 j f— 


=i=P= 


* 


^=P^i^ 


/T\ 


ta 


*=* 


EfR=^tEE£EEE 


*  -* 


^ 


-f—^- 


3=^ 


~V" 


^ 


f 


-¥= 


-a-—;— 


1 — s>- 


il 


X 


/C\ 


2££: 


W 

X- 


SeE 


£= 


-J— * — *- 


3 


-*— ?- 


I 


-?— ?- 


3^ 


^ 


US 


60 


SIX  PROGRESSIVE  RECREATIONS   ON   POPULAR  MELODIES. 
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SIX   PROGRESSIVE  RECREATIONS   ON  POPULAR  MELODIES. 
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FIFTEEN   EXERCISES   ON  THE   FIYE   NOTES,  WITH  THE   HANDS  STILL, 

TO  GIVE  INDEPENDENCE  AND  STRENGTH  TO  THE  FINGERS. 
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FIFTEEN   EXERCISES  TO   GIVE   FIRMNESS   TO   THE  FINGERS. 
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TWENTY-FOUR  EXERCISES  TO   GIVE   FLEXIBILITY   TO   THE   FINGERS. 
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Play  each  exercise  several  times,  gradually  increasing  the  velocity. 
2.  3.  4.  5. 
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THREE   EXERCISES  FOR  PASSING   THE   THUMB  UNDER  THE   FINGERS. 

ACCORDING   TO   KALBRENNER. 
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EIGHT  EXERCISES  ON  THE  SCALE  OF  C  IN  ONE  OCTAVE, 


To  enable  the  perform  to  pass  the  thumb  under  the  second  hnger  of  the  right  hand,  in  the  Treble,  and  the  second  nnger  of  the 
left  hand  over  the  thumb,  in  the  Base. 


Mezzo. 


r*-# 


X,  X,  X,  v    .  X,„  1X 


■J  i  X    2    x  *    1    2    x 

•*      x  is!* 


■#-d — I — I — *  m  m   A ^ 1 — r—0  — 


'l^ 


li.f.p  JiX*t 4**-T-t  rp^r 


i*± 
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EIGHT   EXERCISES   ON   THE   SCALE   OF   C   IN  ONE   OCTAVE. 


+-*- 


-0-fi- 


+-rr*j^&-- 


H 1 


*-+- 


j|  .J^bb*^^ r^» ^ "^.-     ii     P  m  iT"i     P  a  - 

'^g *   *   J — I *-*-i — ' — I m-0-d— m-0~d      I      :^^ ^^ ^**-»r 


i 


-*=* 


-^^— fn^      — J-#—    --  ;,   X m  m  f a   x  j.  »-F-^ — - 

-f^i  j  ^  •-* r-#-»-F~^-F —     -»-#  F     4-4- 

a~*  If  v~  F  F  i        -L^u*"*"^ F  ■     .    j^^  ' 

»— .    . Q      ■*> i ; i^ „ l_ I         I  ^^  _. 


\  fm     #-^ 1-^<*^-  —  «-#-j — ■ ^^» 9  0  d — ! — ^^ m-e  d    ■ — i — -A — F— i — ,^-d~0-m ^ — ' — '—d-0-m — 


■^ — " — i — F— P-a — fer— ' — '     F  #-» M —     F  »-a  —    1 — i     F  »-a *  0  d — ' — '     i^  *  0  -  d '     i^*«* 

^^^mk   _ F— ^"*s!lSi£—^ — i — P-0 ""^^ — ! — i — P-0-m — ^—      F—0 '-»—  — m—0~d — < — ! *-0~d — i — ^— 

=1-=^^wJ ^"^-^Jl  ^"^uj    F==Si*<L^-E-f  -EzM-^-4 0*0 


•s     -~-d--0- m  -J--*--d-0-  m 

-0-7r  -a-0-' 


mm 


EXERCISES. 

SCALE   OF   C,    IN   TWO   OCTAVES,  .WITH   DOTTED    NOTES. 


2  i^      C^3     «—  ^      ^=      g£ 


*  £-^£    3 


.1 , y^g ^3 ^ 


F--^ 


^^=#: 


-g— - — __  h  — F 


1/ 


IS 


SCALE   OF   C,   WITH   DETACHED   NOTES,   IN   WHICH  KESTS  SUPPLY  THE   PLACE   OF  DOTTED  NOTES. 

J? 


EE£5 


iflJfS* 


— ^-t 


^ 


■p-F- 


s===  ^  ^-  =s  b^ 


T-^h 


^-ffi^ 


10 
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EXERCISES. 


EXERCISE   IN   Eb,  WITH   THE   FINGERING   OF   THE    KEY   OF   C    RETAINED,   WITH  THE  EXCEPTION   OF 

SUCH   GROUPES    AS  COMMENCE   WITH   A   BLACK    KEY.  KNOKR. 


Hj 


,   x  -—-— ,-"^ 


^=* 


-*-*-  *  a 


^# 


— F-# "MaJ  ^W-0-m bs^-       — F-» 


rzzzz: 


d^^— ^Fr^?r--lt 


SCALE   OF   C,   IN   TWO   OCTAVES,    WTTH   CONTRARY    MOTIONS. 


fl — — — — ^^j*^ -^-a-g-F-; — !    ;    i 


X 


i£=^l-» 


X 


^«-?w&tef3ga 


x 


v 


*^ 


*gs 


-»  2        -w- 

j—  -L3'j-M *-* «^  ■— -»B"J1 *-#   ^      l 1 


s.^* 


te 


Ep^^5^ 


J I _^S««^ 1^  i      — ■  - 


--^5r  =^t*=j 


*^* 


jt? 


^yg^^| 


SCALE    OF    THTRPS. 
X      2^:? 


fe 


. 


^F'ti*  J^Z   ^    ^     ^SS.  ■■-•  W-T^ 

*«*      #*!.      ^P*-  ^^      ■***£*;*    ~t*B      -a 

2^  ^^  K^r  £ 


a 


>'  L 


;9!dE: 


-    0      m^*- 


^^ 


-»-» 
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EXERCISES. 

SCALE   OF  C,   IN   TWO   OCTAVES,   IN   TRIPLETS. 


3    2 


SCALE   IN   ONE   OCTAVE,   IN   TRIPLETS,   VARIED 


x 


»-a-#-#-#-^- 


SCALE   IN   DOUBLE   TRIPLETS 


2    ?    2      3  2     X  _-«■        «**"*^        •""'^        ^^        ^^        h1  K^        fe*"*        ^»w_        »*»^ 

«v  ^.  0        »  l   x    2       x    2  m        m  ^.    •  -*-*.  -#- 


1        A,         O  •"• 


*-**-**$*  ff  f  £ 


3    4      2  4      2 

SCALE  ACCENTED   ON   EACH   ALTERNATE   NOTE. 

3       2       3 
2       12 

1       X       1 


-I— A 


2       3       2 
X      f      X 


*=Jk=*z=£^ 


rt=!3Ef! 


• — #— F 


--^=33 


S^S^^^afeS^ 


SSi^PP 


SCALE   IN    DOUBLE   NOTES,    ACCENTED   ON   EACH    ALTERNATE   NOTE. 


=H 


B-l 


^fcH2 


-^Z-0- 

x 


U- 


^^^^^a^^MS3=gH4^^^i 


•   ••#■•#■ 


jzzGEig-^-^*-2?313^-^  -t- ----- -!     i     !     r     ^J- -i  FT   h   h — h-F— f—f — »-i=i   II 


3       4       3       4 

1        2        \        2 


SCALE    WITH   APPOGGIATURAS. 

3        2       3        2 

1        X        1        X 


4 


/y- 


-Kh i-K- 


,       X       1      X           ^~         ^^" 
.   h  ^2  4  3  ^f  _f      «-Jt« (t 


>U     2  x  1 

'3^4    *3_  j 


— F— F — # #- 


EXERCISES 

SEQUENCES   OF   THIRDS    IN   C. 


's™ 


-      ii|-        [    |     -+-:LJ-^g-a-fi-  ~9± 

^0^.9^+**-*  e 


SEQUENCES   OF   THIRDS   IN   D 


23-i2x^v2 


V 


S—  f  1    i  S — Ll^M"J: — LJ.  J_J-^-Cj — 

*2  y  2     1       x 
X      x 


Ml1 — Y-+-+m—m~-m- 

f12X3 


gs- 


,  X      x 
&  aW-B- — 9--\  —  «-+  r— .•  ■     w-P-1^m~~*~i 


-t—i- 


ig^g^gpfflggp 


SEQUENCES   OF   THIRDS  IN   Bb 


2  *  2    X  2  v  3 


\ 


i*Jf  alf 


^t2    X       X 


hfc 


a      ■*-  is-™--*'- 


^  ^^Z-JP-       .*£#.*-  Si*  ll2       2 


laora 


£&£*££*£ 


i^=js&-zR 


_ -  2*2  1     ,  X      x        v 


r '-0.9  -J+.-1 


**3 


SEQUENCES   OF  FOURTHS   IN   C. 


14  14 

X  3  X  3 


©*=3 


*X4X 
«      ■*•  -*"3   - 

-0 £-      — 0— -£L         _-.-+    -F-. — 9-r-*r 


SEQUENCES   OF   FOURTHS   IN   A. 

Use  the  first  finger  on  the  black  key  in  preference  to  the  thumb. 

I- 


tine  the  first  finger  on  the  black  key  in  preference  to  the  thumb.  x  3       3        3  

— »      — —  „     ■*-     *-*-+-       It*-**-  J"**  P    *  1  i   3         3       q        """"I         |  ,r 

./     2         Md  --— f# — ^r-i-r-Fi — r"  r1~ ; — W"^1-   _Jz™^    »"«'■■■    ,  ,  r , z. g_—  l^w  --*— ip  <d  <      — ' — ' — 


3       3d 


SEQUENCES  OF   FOURTHS  IN  Eb. 


3        3         J 


*'*• 


g^^g^B 
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EXERCISES. 

CHEOMATIC   SCALE   OF  C,    ACCENTED   ON    EACH   ALTERNATE  NOTE. 


Wjm^=s^^^^^m^^ 


Eg^^EE 


^m 


^-$==jj^?^^^~i-& 


*—* 


C=± 


-#-    -o 


\ 


§!: 


0 0 P* 0— 


=Zp3 H"1 H & 

— "— • 0--9* — •— w — ~d—£ 


■&• — *— # — J-4n- 


q= 


i 


■*■- 


-f--^ — ?-&- 


-t—2- 


r^^-  m_D P^^ MmI L- J * 


:i     ?z: 


-i — a- 


j~>     r>~~ft 


-i -+- 


CHROMATIC  SCALE  OF  A  MINOR,  IN  WHICH  THE  FINGERS  CHANGE  ON  THE  FIRST  NOTE  OF  EACH  GROUP. 


^G 


-e 


5-t^=ifzi=z=zz* 


H \ 


SI  0  >tf    -#- 

0-0-^f—- 


3      X 


frrfSErS 


* 


gg^jg^pEJBI 


-»— #-S#— P- 


§!: 


3        2        1 


■*?*-  *  b^ 


X       3 


P  _.-Z=zzfz=*-«-J:  N    *    ^  !i,    J  -■^—^-■-4=1,    i      ;      j-q=      . 

7W m    '<,m tr — "~ ^—^—^- — tZrm^  #-£#-  u'— ^--UJ (r-i— -         I         I         I—  > 


.  w  v  J  jy.  ^ 


10 


X       1       2       3 


X 


H — i — I — r 
■ 


m^mmm 


^f--f.-W—0-^ii 


r 


1 


EXERCISES,   IN   WHICH   DIFFERENT   FINGERS   REITERATE   NOTES   RAPIDLY   ON  SAME   KEY. 
a  i  x  a  i— x -p-a-a  i  x  3-2  1  x 


fy-m-fwyw  W-W*  W-  tfjWiffflDra^: 


#  #  &:*::*:]?  jf*  **  0  9  0  m'fi'onrs'jnrjsrerjt  00  ami 


I 


Ifftf  'ITr^ 


vl a    1   X  2    1   X 'L-3  2-1  x-a-a^ 


ntrnttd+drd+rtd  d  d  d  d  d  d  d  d 


\  piis^fn^TS^s* 


tttzi 


did*0^e-o* *  » J  J  ^iT^T^-^— -zS3S-dS 
«trzzr?^zz=zy^zziJ^Ji  J  *r— 
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DUETTS    FOR    FOUR    HANDS. 
SECONDO. 


ALPINE  MELODY. 


Allegro 
Vivace. 


m^& 


L.  MOSCHELLES. 

i — I — y- 


if 


(1.)     The  Secondo  part  of  this  piece 
mere  beginners 


is  intended  for  the  teacher,  or  for  a  pupil  more  advanced.     The  Primo  part  can  be  performed  by 


DUETTS  FOR  FOUR  HANDS. 
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PRIMO. 


ALPINE  MELODY. 


L.  MOSCHELLES. 


Allegro 
Vivacr. 


\ 


tm 


{Lr 


+F 


20         »    * 


l_J 1 ^J 1 , 1 1 p l. 1 ^m 1 ^_ 


^0 


r^=±=z\=^& 


mfor. 


2 


J-,K— «U=t=N3~"j  N^^ 


-*— * 


-^3- 


v^=*=^ 


p.  cfoZce. 


^=^: 


3s=Si 


§||==L=fe^ 


3Zt 


f 


-»-=-#- 


^# 


«        «        4 » »        » #       «      0    . 

P-p — # — 0— I— #- — » »— P-# — • — #—    -I -LJ 


tt 


•-#= 


H h 


^ 


abint 


esss 


^ 


-*— v-0 


-*-ll — *— * 


•  • 


! 


i 


»— — • 


^ 


S 


-#-*- 


!&. 


3=£ 


J=^p — 0 


0-% — 0 


=Z 


f-1-* 


535 


3= 


-90- 


0—-t-F-0-2- 

H 1 


- — i — i — h — i — i — 


^g^liP^g 


±zt 


#-•- 


-» — 0 


cres. 


for. 


pta. 


3* 


SS 


H 1- 


i^i=^3ti 


1r*-*^n 


^P^^^i 


v-^-^ 


j^fa-rf-rf^^ 


•^ 


0-r 


I 


i    r  i    i 


#  •  * 


;-»=# 


-l 


^E 


— <^      j^J      — — ^      I    %• 


pia. 


JRP- 


i=i=g=^* 


pa: 


?^§ 


^?2=^ 


r^~ 7^- 


•  sj  ■  ^'^ — ^^^ 


i^^^s 


-^HP- 


s 


(1.)     This  excellent  lesson  is  particularly  recommended.     It  being  written  in  the  natural  position,  the  pupil  can  bestow  undivided 
attention  to  the  time  and  the  various  marks  of  expression. 


so 


DUETT  FOR  FOUR  HANDS. 
SECONDO. 


ROCKAWAY  WALTZ. 


Arranged  by  CZKBNT. 


Allegretto. 


^m 


9s 


*-*- 


Si 


x    a   £     £   £    ♦     ^£^£  A    •#-   44 


♦    *    f:         f    4 

■A.      .»      4s-  -tr      -P" 


IP— P==P 


^=P^=P= 


^1 


Ores. 


for. 


9eS 


3 


:^3 


-# •- 


^ 


==£ 


-# #- 


g^l 


TURKISH   HOP  WALTZ. 


Allegretto. 


9:. 


^ 


3=*=* 


is: 

0 


-t-zZ 


— t r 


^^ 


t— H— =^-i 


B 


9: 


/or. 


tq: 


3= 


5 


^^ 


^ — * 


5=? 


I! 


V     -r 
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DUETTS  FOR  FOUR  HANDS. 
PRIMO. 


Allegretto.' 


ROCKAWAY   WALTZ. 


f- P 


Arranged  br   CZERNY. 


3F 


— r 


itz^.-! t: 


t^^M^-t 


j: 


-a    1    8   3 2 — "-4 — 3 — a 


pia. 


X123       2  1212       1         X1X1X         3  4321 


9* 


^Ef^E&^g^ 


p—rw 


p=p 


^-;-r»  •-•  * 


EBE 


-9-w-9- 


f'W^W 


fcr 


-*-# 


12       3  2         2    3       4 


X        X12         1         X12 


X212       1         X1X1X4         321X21         X 

Ores. 


for. 


:H=3=q: 


^=T 


3      J       1: 


~F 


=j=bj==irf 


TURKISH   HOP   WALTZ. 


Allegretto. 


!* — a-P-a-f-i-r^-^-M-*— — »-; 


-i— £-# 


X      4      2      X1X1X 


E39E 


•:       jrd       Ei|~tz=j^zn 


4» 


4* 


X*- 


40 0 — 0- 


0—0—0—0- 


0— -. 0 — r 


r 


•^  sT 4    2    X  l~xYx~    1  2~X  1 


TO 


234321X2 


^SKi 


1     1  3  2  1  X 


l^=^=?=^=p=i 


3 


34321X1       1       1 

CVes. 


12X1234321X2       12X1334 


3^^fe 
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DUETTS  FOR  FOUR  HANDS. 
SECONDO. 


AIR  FROM   WILLIAM   TELL. 


Airnimd  It  fcl  RGMILLKR. 


4- 

2- 


*m 


Allegro 
Risoluto. 


ZX^T 


* jf— J * 


3=E 


n * 


:-:.0 


m^ 


t=± 


/ 


m 


± 


i     i- 


Trf—f: 


H B 1- 


i=3=*=3: 


-^m-^^- 


±=M=± 


*?-\-ni »- 


£___*        ||  |    I    j    j    ;  * 


f — — y- 


-m- 


-•* 


JYiVK 


/ 


^ 


-3 — * — ^ 


1 — *?- 


-^— 1: 


^ei 


-•? — 


»  g  f  r  y 


» — »- 


^=*=P=3F 


? f 


$=*F=E 


E       k      E 


-f-       !         I 


[[ 


2?.  C. 


§I_HS_y=ZJ! 


=tz 


^^ 


-f — Ip^ 


**-    -r-" 9 — • — * 


^^B 


GALLOP   FROM   GUSTAVE. 


S 


Allegro. 


i 


i^tf. 


**       H— •. LJ J LJ j L_| • \Lm m 


l2=^ 


-0 •- 


4 m- 


±± 


II 


SLziz^H 


-^ 


^ ^ 


•  • 


j?-j_ .«? 7         7 


=F==P 


5=t=±±=Jt±=5 


II 


/ 


i>.  c. 


giEg 


t« 


^E^953£EE33 


3         5 


^=5: 


q=3: 


rfzzzfzl 
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DUETTS  FOR  FOUR  HANDS. 
PRIMO. 


Allegro 
Kisoluto. 


AIR  FROM   WILLIAM   TELL. 


2    1         ?         2    1?        * 


3       4 


Arranged  by  BDRSMVLLER. 


*. 


■#■•#•:£        2    1         XX 
-£-£— F  P    ■    P      P- 


2    1 


t 


f-t 


2    1       . 
P-M-P- 


+ 


£ 


f 


X 


P- 


2      X 


fc£ 


*=* 


r^SE 


^=£ 


8va.„ 


;fi 


I 


m 


2       1 


?         2       1      ?         2       1  ^4-^14^. 


p=Zl=przp^p=pt 


:SE±3 


^=t 


t= 


^7iVE         / 


^=f=l3; 


2       1 


X  X 

2       1 


•  • 


It 


zpz=i: 


j-j-*- 


P-P — P-P= 


SESES^eiaa 


i=^=tfe^fb£f=g?=rf 


:t=t 


x 


i 


X 


?=•-*— + 


i— * 


1 


*=Mr 


t 


1 


x 

-F- 


£.  C. 


3 


±= 


Allegro. 


GALLOP   FROM   GUSTAVE. 


•i 


-V — u— **^    — —    --1— ■  *^— — ■*     j^fa^| — E— i i 1-— i— ^— ' 1 n»    r     --      -j — | — 


:*=*: 


gR 


/ 

4 


Ores. 


±+ 


±P 


£^E=F±E* 


c: 


•h— — i — > 


x 


JZYE 


* 1 K- 


#-»-» 


S^ 


j xr 


\ 
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DUETTS   FOR  FOUR  HANDS. 


SECONDO. 

VILLAGE   FESTIVAL  WALTZ.     No.  1. 


ALLEGRO 

Vivace. 


4 


3S 


0—0- 


-#--#• 


S 


±zM: 


F=»=F^ 


±=d—M 


First  time.  -         -#—    . 

—  i  *         "t_«_><    3     1 


H=t 


y~^y  # 


-i — i — 0- 


m 


pia. 


m 


±: 


31 


? 


=P 


■-«" 


I 


r 


Second   lime. 


B^gi^i^ffg 


T^=P=P 


^=^ 


&3E 


t=P=i^ 


t    i 


X    1    3    1    X 


X131X42XX         42      X         X 


g 


II 


^ 


-«>- 


■«>■      .  -5»- 


9* 


^£te: 


^Z=-l 1— L- 1 1 |I 


*^ti*i±*-*=*: 


H 1 1— F# #— »— P# 0— » l-jy 


-©- 


*e 


.* 


(9 »- 


1=F 


^HH 


3    1X13    1 


^ 


tf 0 0 ^-&- — -s- 


-n- 


q: 


■£»• 


^ 


— 


S=^=Liq=:5=q 


*-J 


II 


■0-     -0-     -0-  f> 


VILLAGE  FESTIVAL  WALTZ.     No.  2. 


Allegro 
Moderato. 


7A 


"X — 

pia. 


m — 0—0- 


E?=£ 


1 — l — h 


^==p: 


t — r 


PF-*^f— y  -»    P- 


-i — r~ 


^M» — ? 


f=- 


E? 


tj=t= 


HI 


s 


^ 


-^ — *- 


i»- .    ■*•  * 


3: 


3=: 


zjzt 


0—0 0- 


=i=j= 


mi 


•#■  ■#■ 


#•  a 


F* 


gIE^|^=GEE^E^S§§ 


4— S 


"4  4 


c #_ 


N=* 


fc±=t 


ff=rff=^^^^ 


g 


-«»- 


1- 1: 


* * * 


11 


^ES 


:fc=t=J 


-# 0- 


w=w 


^-p— pz-^^=pS=|^: 


-|— r 


■*— B— 


1^1 


# — 1*_  _ 


F=F 


E=iE^^ 


m 


i     i 


3 


■6*- 


•e>       . 


5t 


«       —  0 *- 


*=fc 


•H J c 


1 
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Allegro 

Vivace. 


S 

I 


PRIMO. 

VILLAGE   FESTIVAL  WALTZ.     No.  1.       

-*4$    #       -0- 


3E 


— ¥- 


.i » i 


2    3    4 

X    1    2 


T^ 


■I ! — t~F- 


±: 


Flr»t  time. 


M=s=i 


P  X 
2 


2    3    4 
X    1    2 

X 
2 


2    3    4 

X 

1 


4 
2 


J 


S^Si 


i-G- 


€— j 


3: 


-f — i 


X 

1 


4    3    2 

2    1    X 

X 
2 


2 


5= 


*=*=!=:£ 


4    3    2 

2    1    X 

X 
2 


*=t 


ieheeejeI:- 


^S^3 


-• — # 


I 


^H 


i=s 


i 


?^ts 


Second   time. 


:F 


bus 


_«_-» 


:F 


EEJEfe!T^l^Fp=M^TiEJ3J-=K 


£ 


4      4    3    2 
2       2    1    X 


2       2    3    4    3       » 
X      X    1    2    1      X 


3       3    3    4    3       2 

1       X    1    2    1       X 


4343       2       3232 
2121       X       1X1X 


#— #- 


— — j— f — J — # — #— |f^-#— # — 0 0—0—0 — 0—a — o *— #—•—!-# — 0 — 4 

— — 0 — • —    — — 0 — 0 ■-■ ' ' ' ' 


-0 0- 


i 


F=F 


*-* 


&=3gd0^0&i 


H 1 1 h 


-I 1 h 


*-F-#"-* 


-I 1 H 


( — I — i — I — F-  n — i — i — W-V-  -F — Fi 


32- 


I 


3       3       3       3 
1111 


23234   23234   23234   4 
X1X12   X1X12   X  1  X  I  2   2 


2   34323   232  3  2   1   X242X 
X   121X1   X1X1X 


=t 


# — 0 


0—0—0 


i 


i^eHti 


*=* 


:*?=*? 


•<9- 


r^ 


Allegro 
Moderato. 


VILLAGE   FESTIVAL  WALTZ.    No.  2. 


^^=l=^=fifc 


2  3  4  3  2 

X  1  2  1  X 


2  1X12 


2  1X12 
43234   43234 


Jit!* 

11  ill 


E^f!^^^^^Ei 


2  3  4  3  2   2  3  4  3  2 
X121X   X121X 


2  3  4  3  2 
X  1  2  1  X 


2  1X12 
4  3  2  3  4 


21X12   21X12 
43234   43234 


ii 


^ 


8va. 


i 


¥ 


•^-— "^  «•£■«-*-    •%       -0-    ■*■    -%-0-     m        <*         "  " *-*  ^ •  "~^ 


3    2    3 
1X1 


2    12    1 
4    3    4    3 


4  23234  3343 

2  X1X12  1121 

X  2121X  11X12 

2  4    3    4    3       2  3       3       2    3       4 


=t 


(tTSE? 


2 

X 


2    3    2    3 

X    1    X    1 


4 

a 


3    2       3    2       3    2, 

IX       IX       IX 


-0*f 


■0 — 0- 


±=t 


£^=fEa^fEM?^|E^ 


]^^^^  X    1    X    J 

431X       2323 


2 
4 


2    12    1 
4    3    4    3 


si 


"-^ *«■! ^r— 

X        X    1      X    1      X    1 
2  2    3       2    3       2    3 


X      2 


if 


I 


E^EOSfcf 


#-*-. — F— #- 


g£Hiffff=M»fff4 


*= 


1 


^zgrgig^jg-r^zg=jLg:r| 


-0-S-J0-§f    -0- 


FEfepEBa^EtEB^EpEgP*^ 


iznz 


EE 


^ 


S 


:c:— l: 


-| — r 


I! 
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DUETTS  FOR  FOUR  HANDS. 
SECONDO. 


SOIEEE   POLKA. 


Composed  by  S.  C.  FOSTER. 


f 


Gaiment. 


5^-=5 


-4 — 4 — 4 


M-» 


:^=4 


S 


pia.   "#   ■#"   y* 


X  * 


rr 


3_i_ i— j 

— « — #. — « 


EB 


^— 4— 4- 


^g 


■*-£ 


-*-3=£- 


h  7  r- 


* 


■f— ?- 


% 


-7— y- 


h 5 , .ii  .^>,.F — * — *  a  r  I — H h=" — »- — ' — H a — ' — ■~^-1 — rl 1 1 r^ — F — f  «P 

"y~     ^     iii —      «—      tll^^v4——] — ' — r     [    -^j — '   *  ;       -J- — f   |   r  I   i   r  — *r  ^~   i     |   f  I 


±    -ML   * 


•       • 


■5-  *       *•  -+ 


§± 


-fv-?-^ 


H  _[ ^tt-5 « 0 M; — 


=t 


ES 


zJrzJ: 


-*- 


■*■*■*--*■  *■ 


9± 


H — a 1" 


t=PE 


i=t 


H F  — 


-«?- 


^=4=* 


-•—-•_  «- 


iSi 


ZW. 


-94-99-99-  •$.■+•+  -49-09-44-  £    J    $ 


9± 


:*=*=£ 


/^ 


±EEEii3E{tf{^S 


-sr-*- 


3r-T: 


-^-*- 


^^^i@ 


■99-     -99-  ■+■+■+ 


-m — #- — •- 


E^^^jjEaqfaqf 


•»»- 


S     t 


5— d 


/or. 


^^^S 


-?— ?- 


-+  -+  — t-  -+ 


Pi 


i 


bfc* 


ZW    *     * 


V* 


•  • 


,§i=s 


r— «r 


pp 


^j^pE^ 


r  t 


Z1_0. 


F       ***     r?*r    *** 


-94-99-99- 


i 


H 1- 


:*=* 


0 — 4—4- 


:2=2 


•        •        • 


•        • 


2).  (7. 


9fc£EEBE  EEEB 


F^ 


^-t a— *?-* 


5=£z£ 


H    - 


iHHF 


F= PFlft, 
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Gaiment, 


DUETTS  FOR  FOUR  HANDS. 
PRIMO. 


SOIEEE  POLKA. 


Compoitd  t>r  S.  C.  FOSTER. 


IP 


^pi^— * 


1^— 


t= 


-I— 


; 


r: 


«\9 


i 


/T\ 


<_    <i      <F- 


t: 


SSfelE? 


I 


f. 


Dol. 


-<r#- 


1 #-F-i >_ 1 »-F— i >— 

! — i — i — i 1 — F—\ — i 


/C\ 


±=t=£ 


tj= 


S 


I^EI 


vEEi_L_| l_l^ 


=1: 


:Jr=p: 


-m—m 


4- 


j — h 


# — #  — p- 

t=E=£ 


h — 0—m-  . 


3=JE|^ 


:t=t: 


it 


P=f— P 


3 


iSH 


W=l=«ffW^=l¥ 


2     ,,3 


-I     F  i — h 


r^^feg=-f± 


=•=* 


-i — h 


4*  *m.  tm 

<L     <l       <F — r-»- 


:pc3 


-«- 


4^TX 


*=i^=P= 


# =f- 


mf 


feyn 


~!    y    p=p: 


3=Et 


h- 


=t 


-# #- 


:p=pz^z: 


l±=j=t 


I — 1 —  — I " — I 1 — h- 


^-tr-ti-^: 


t=b=|z 


ip= f-f— ! 

-# m—m- 


t=t 


2?.  G 
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VARIOUS  EFFECTS  OF  THE  ARPEGGIO,  AND  MODE  OF  PERFORMANCE.      Herz. 


In  chords  in  Arpeggios,  the  notes  must  be  successively  struck  from  the  lowest  to  the  highest,  and  must  be  sustained  in  order  to  prolong 
the  harmony. 


Largo  Sostenuto. 
■i-ff- 


E 


'i-W- 


ff> 


s-a-  ■-'. 


::-*- 


;:^j|a 


/T\ 


9^=; 


In  the  following,  the  last  note,  which  is  struck  by  the  left  hand  passing  over  the  right,  should  also  bo  marked  and  sustained. 
Adagio  Dolente.     l.  h.  l.  h.  l.  h.  l.  h.  l.  h.  l.  h. 


In  the  following  chords,  the  fingers  are  successively  detached  from  the  notes,  and  the  sounds  are  immediately  extinguished  in  the 
same  order. 

The  small  notes  forming  the  chords  in  the  preceding  example,  as  also  in  that  which  follows,  should  pass  so  quickly  that  the  value  of  the 
principal  notes  will,  apparently,  be  undiminished. 


*—*-*- 


z± 


Si 


9 


st 


B? 


In  order  to  produce  successfully  the  effect  of  the  following  chords,  the  right  hand  should  press  the  small  notes,  and  bring  out  the  melody 
by  a  strongly  marked  accentuation.  The  left  hand  should  commence  the  chord  simultaneously  with  the  small  notes  executed  by  the  righti 
and  these  chords  should  be  broken  and  detached. 


iin 


& 


-&- 


' ~*^ ~  -  ~   ^g^ —  — j  -4 — -\  J   *  } 


m 


SEE^d 


!qc 


fcizJSzf 


ir=sf 


rg-^r-d 


'-f :>=5 


r 


14 


papo 


In  the  following  example,  the  fingers  which  strike  the  small  notes  should  be  immediately  raised  from  the  keys,  whilst  the  thumb  and  the 


fourth  finger  sustain  the  half  notes. 


I 


IE 


1 


3 


=i 


3 


/■ 


EXERCISES    ON    ARPEGGIOS,    OR    BROKEN    CHORDS. 


Written. 


I.Lloci 


gSi^P 


$=t±t=£=i 


=He£*E£^ 


-9 
X 


* 3 


fe=S3 


x 


x 


X 


*  X      X  v  ><  ..      X       « 


=2=*=t 


4 =« *- 


££E£gS2 


t: 


x 

4- 


^^fclippfei 


gss 


F3=3=±=} 


N^i^y^y^biiiii 


#£*E± 


HS If 


X 


K-* 


S^il^f 


il 


ii 


12 
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EXERCISE    FOR    THE    ARPEGGIOS. 


HlJNTEN. 


Leggiero 
non  Legato 


gjz— — ^        ij— * -z. . 3 — •irs i 

* 


9fi 

■f^J  — 


»  i  „  A  ^  y 

V  x  X  ,  iiX  1 

, .  * ^ ,£ .— ^       .Jifr — 


•^  x  j-         x  x  x  * 

v  dim.  . .  X 


*^f 


§» 


P* 


X  ,7- 

xr  dim. 

*t -, a-^ 


i^3 — ^3 


X 


»*=-• 


i*?P- 


«s^ 


x l  JC. 


^^P 


^^1 


9 


» 


■f»  ♦, 3  x  x1 


*— ?- 


X 


S 


-x =~ 


Andante  Legato. 


—%—m — *$— 
-4— #- 


~x- 


X 

-3-4? 


X 


if=^=i-£^tz=5 


^fa — lit 

8 #-1-3-4 "- 


L.  H. 


9 


d-- 


ti  I  1  r>!      F 


TO   CROSS    THE    HANDS. 

J 4= 


^> 


2     4      2 


i 


1 ._J_l 

T —    * 1  .a 

-* » J 0 


_    «;_. 


a^sDr^ 


e£ 


^p!N 


4  2 


9!^ 


* 


8 


J- 


4 


4 


fe 


J^^EEE^ 


I 


R.  H.         L.  H.  R.  L 


TO    CROSS    TEE    HANDS    IN    ARPEGGIO. 
R.  L.  R.  E.  R. 


EXERCISE    IN    PLAYING    CHORDS. 
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In  the  following  exercises  the  Chords  should  be  played  in  a  smooth,  legato  style ;  each  note  to  be  struck  simultaneously,  and  all  the 
lingers  to  be  raised  together.     Articulate  with  the  wrists,  and  sustain  the  notes  their  full  value. 


(A/ 


^=& 


1 


V  o     '  — p— 


I 


^ 


eEf 


If 


Lento. 


C  Major. 


r=r*f 


$3=^% 


3=£ 


i 


^S 


£ 


H^tf 


^f 


§:EEE 


^ 


g   j  i«j-^y 


i 


EEg 


tf 


nrfriiM 


Lento. 


I 


§E£z 


A  minor 

-G G- 


r 


6> <9- 


S 


M 


■+- 


t 


G 


£ 


W^-ry 


o... 


f   iii9  Dtp   ^ 


3f 


i 


:<2 


EXERCISE  IN  PLATING  CHORDS  TIED  AND  SLURRED. 


To  produce  the  proper  effect,  the  fingers  must  be  kept  on  the  keys  the  full  value  of  the  tied  notes.     The  following  exercise  is  written 
in  four  parts,  two  of  which  are  to  be  played  with  the  right  hand,  and  the  others  with  the  left  hand. 


I 


P 


'A 


A 


A 


& 


-^  in  i  ;f-M:  *  r;  !  i      f  .J-H^ 


ff 


C 


Lento. 


J' 


§i^fe 


■«>■ 


J' 


±    A 


£ 


6 


* 


^ 


•C^LsCXl 


-<9 «- 


^HN5 


I 


CHORAL. 
In  whicli  three  of  the  parts  are  played  with  the  right  hand,  and  the  Base,  with  the  left  hand. 


I 


/TS 


I 


iE3 


/T\ 


i 


Gr 


Lento. 


~2T 


-g- 


UlS 


?f  F 


fes 


/T\ 


/TN 


1 


-fS>- 


<5» 


(2 Q- 


Base  in  oclarct,  ad  lib. 


I 


!©- 


6^ 


I 


I 


/CN 


5z=±: 


--— »- 


g= 


rTTfTrr 


^pi 


r 


-g- 


-i 


fT 


PE 


/TN 


&• 


r 


:=t 


«? 


f-     is 


/C\ 


/T\ 


3E 


i— 1= 


£ 


— <5>- 


3^ 


-©- 


I 


-g- 


-G- 


-O- 


I 

If 


(A)    As  there  ore  no  fixed  rule3  for  fingering  Chords,  all  that  can  be  said  is,  that  they  should  be  well  connected  without  breaking  the  chain  of  sound.     To  tlii*  rad   i'i 
i' "'      "  '  I'Mle  finger  of  each  hand  must  be  freely  used  on  the  black  keys,  when  necessary. 
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TWELVE  SCALES   IN   THIRDS   AND   SIXTHS,  FINGERED. 


Pkactise  each  scale  slowly  at  first,  then  increase  the  velocity.     Before  proceeding  to  the  next  scale,  play  the  former  quickly  and 
with  equal  touch,  laying  a  slight  accent  on  the  first  note  of  each  group. 


r- 


No.  1.     IN  THIRDS.  =5— -1-—  .***i^  '  I — I        IZZLi  ^ 

_fi ^-^ ^ — ^—^-^.ittzp-^^-^T—T^ &?L*T-is-%*-*J-ri-d — S^t 


2tf 


[f 


i 


No.  2.     IN   SIXTHS. 


4-0-  3m 


No.  4.     SIXTHS— both  hands  Staccato.     8 


No    3.     SIXTHi^Wt  hands  Legato.      8va, 


fa. 


**3T 


4W****       4i_^       - 


/C:_z?_3pzZ| — i — ^—xf-xp—    -h 1 — ~—tfr*0 — A  f — ^—  h— tz_ 


loco. 


*fi-49-tt 


-*»- 


?^p: 


^: 


I'XB 


3^£** 


- — h 


No.  5.  /BROKEN    SIXTHS—  Legato.{\). 


,  .-  4-0-    4- 

4.#.  3-^-  — 


5T=   =W 


± 


-¥» 


—i 1 ! — — r~ 


9i£S^SE 


I- 


No.  6.    SIXTHS,  WITH  FOURTHS  ADDED 

8va. 
4 


*^~~*     foco. 


I^p  g  ggg  i  gpillpi|§pi  ipigppi 


_^^*>C^ffi^  ^  V      A     X*^^  111— M  ^^^B**^^K^J 


,1,    HThen  Broken  Sixths  are  marked  Staccato,  the  fag    •  uldb   madewiththi  thumb  and  little  finger  in  both  bande 
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No.  7.     SIXTHS,  SLURRED   ON   EACH   ALTERNATE   NOTE. 


4-f-3-f-4-P-   3-F- 

i ^ 


^= -4#       »j-4F-aF-*P— 3g^?^-T- 

I I !  ' 


#— X-F 

~1 — 

h  - 


dij£?ggf  4r  y  ^  3,-v 


'-XHF-tV^ 


P — l  k~x»-^»-^L — ^j— h — E 

( 1 H      i — Xp_LF— XF-*F 


ap_i(La#^5p-! 


^F~tT3^ 


^F-rF-Xp^I* 
>-F — I 1 1 1 -rfc— at..— 3F 


J-P  *P  IF     xf- 


^-F-4F-3F   4u      o|a — i- — \—  ■  -i — ^F-^F— ir0 — X#-T-a — »— H- 

— 1 1 -> — *F — 5F    4F-3F— yfr .a — I 1 =£ ^-L-F — P—  IT 

I    I    ;    '     Lj    i 


an-Kci 


No.  8.     SIXTHS,  SLURRED   THROUGH  THE   SCALE. 


=ap=iF 


-4F- 


^F-B# 


4-F-      o-4F-3^- 


ap— h 


4±    n^^a*       4*3^4JL  ^ 


-XF- 


51 


tF 


— -*P — b — i — t~__. 

-f^-3P 1 1 rk—        ~ 4rF-yU   '  P XF— 


r-e 


t=r=t 


xp: 


i:p_= 


4= 


xf 


-4HF 


:xp: 


4~ 


£"- f^^3F___JLfl^___iF         _ 4F 5, 

P  vL>  IF— I riB — I ! SF ' SF-^P 

+-- X-P-U — xf    "H*  J*  if— I- — -rfr— P — t 
J 1 1 1 1 — *F — — XF — ^F-n^u-^f 


4F- 


<f— lr-vU-4. 


^P — i — a* 


J        ! 


prc 


4»  r  <itT~? 


s^ii^-nt-^^r 


X-F-     i»X-C"l-F-      X-F- 


— 4F—     -4p— h; 


3^Z^=?faqE=3$l 


gE! 


XF_ 


-XF- 


^s 


s=^ 


i* 


3F 


© 


^^pt 


i»=3p: 


r*= 


-XF- 


&e& 


f3|*^f~t7fr"if 


No.  9.     SIXTHS   IN   TRIPLETS. 


^zip^sp^ 


_ip:_ZH#____P 


,4^   3^<1F-    3f-4^  4-£  4£3,_  4A35.  4^,. 


:xp: 


xf 


XFZ 


_LJ     " 


—I      1Vi l-XF-l-^-P-  -h-^P- LXF-I l-y»n 


XF- 


3F — 4F- 


W=3?-^ 


3p: 


■-F 


^ — ^ *F 1 r— \- 


:^=q=*p 


,.^-pp 


rTTsTh^g 


::-rf? 


-XF- 


3^£_F*P~HP^ 

-^— I — I 1—  zd 1 


-*P- 


Xi 


_X£_ 


^*3p:  Jp=[i3p^itr3-#-: 


--XF- 


^p=q-xF — 


3P=P3F=4#- 


3F 


XFZ 


-XF- 


fZPTrTr^pf^f: 


^ 


No.  10.     SIXTHS,  WITH   SHARPS.  (1). 

-3F-4P-3F- 


4*4^»^*e8**#4* 


-'4F-4-P- 


G. 


x"p" 


.■-o- 


L-*s"e^rrJe.x±i-F.v^...^^^s'  d.  -*"** 


m 


It 


y¥VJ?&£&$'ffiX** 


■^F— 


'-^F  -I h- 


3"jr? 


t^sr 


P-^P-^f-jtts rr# ^-XF-xP-1"?— ^— f^P-XF^, , „ 


No.  11.     SIXTHS,  WITH   FLATS.  (1). 


^3^3dbt^t=i&3N 


fi*±5 


x-«?- 


l'y 


C-F-  XP 


-XF 


=^P 


-vta-:.t — r 


-XF-^F-XF 


.XX 


-XF- 


=IC& 


•  X-F-  T  -s-      -+ 


X-F-> 


^s^^p^?^^=ua^r^r=3p=3F^ 


-<&-W 


dm  4-F-3-F-4-F-  4<B 


_xi:±? 


F=^ 


^pK^tspii^. 


:".fl     „ 


ap: 


_^: 


3^ 


_?g 


.^ii___7g^_^.Mg_ggB^g^pf§^tt 


No.   12.     CHROMATIC   SCALE   IN   SIXTHS. 

.3.         4 


.■F^M^^EJE'-^^EEfiFa^— ___zi^::::--_3->-^-_^^*=fe^=?_E_fel::==IT 


^Sz|_S_z^r^=i_fet£=t^t^^^%f^^^^5S^t^ 


:i__Tl=-J: 

?F— BF- 


P-^^T 


IB 


(1).  The  StudcDt  should  write  and  play  these  exercises  in  the  various  keys,  first  changing  the  fingering  according  to  the  rule  given  above. 
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SIX  EXERCISES   ON  OCTAVES,   FINGERED. 


The  fundamental  fingering  of  Octave  passages  is  to  use  the  fourth  finger  and  thumb  in  each  hand.     In  legato  movements  ab J  in 
chromatic  runs  the  third  finger  is  used  instead  of  the  fourth,  whenever  a  black  key  occurs.     Sometimes  the  second  finger  is  used. 

No.  1.     OCTAVES,  WITH  FUNDAMENTAL  FINGERING. 


4r0 


♦  ^l*-4*      I  


5*: 


4#-rt 


-x#- 


No.  2.     OCTAVES  IN   AEPEGGIO,  WITH   FUNDAMENTAL  F[NGERING. 

.   _  .  m  .   _ 

4-#-  4 


^ 


-4# 


:(= 


x-*-       x* 


-**- 


31 


-X#- 


X# — t-va — f- 


:f==t 


&E 


,§ie^^^EE!* 


-x»- 


sp: 


x# *P- 


i*    i   4T 


P 


4-0-       ^* 


-40 


E 


T- 


— I— 


3P 


x-#-      X-P-       x-#- 

E 


=p 


4»- 


i=t=r 


sp: 


-*P- 


-4# 


-X#- 


3P- 


No.  3.     OCTAVES  IN   TRIPLETS— Legato. 


r*p    *p 


— ir»-4# a»~ 


1 = 


=«== 


i      i     f 


£ 


■#-    ^       X    £ 


4-P- 


H #" 


£=f 


-I 0- 


0 


jfcd 


?       4*»*       4*  = 


3 


-^       4-0rS^ 


-**- 


, 


— I 


3 


4# — 3#- 


, 


P 

I I 


i 


-*>■ 


^f 


i 


No.  4.     CHROMATIC   SCALE   IN  OCTAVES. 


#■ 


=MM 


0-      -P-       +-       -F- 


t=± 


* 


i=t 


-f-TTf  r  t  f  p  ir^^^ 


ip=t=j> 


h 


t 


■=  Jte"    If  3^r    -p-     P  ^<r  ^  I  r      r      '  I      I      P     -f  ^ 


\ — y 1 — -h— 

PrrV 


•  4:  *»*f 


-0-90 


f      -P^->3V 


IB 


No.  5.     OCTAVES,  WITH   THIRDS  ADDED. 

A.m4-0-*-m-     f-    —    ^  4-#-  4# 

-2jj-4#— *F-     — >— T~b-3-»-T-b — I —  -4#- 


,^4^.4^4^  4^4# 


fT)^-^  t      ,*    i»    '5  -xa-^P-        -I 1*5^      — x  P  X»-y§-fr*— rto rk~+»  -4B-**"*  -"  -     —I ^     '   -    >--^-P-^»-jyt    i»    .1-4-1—  1 1 


x^-^P— 1—  — xp  x»- 
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No.  6.     OCTAVES,  WITH   SIXTHS   ADDED. 
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TENTHS. 

In  fingering  Tenths,  the  little  finger,  instead  of  the  third  finger,  is  placed  on  the  black  keys.     See  G#  in  the  scale  of  A  Minor. 


0 


i 


S 


TENTHS   IN  C  MAJOR 
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TENTHS  IN   A   MINOR. 


s 


£F^=F=*F 


r    f 


♦     f 

i   I   i 


*— ^e 


:t 


t 


X        ■*• 


J 


f=rl 


£ 


* 


t: 


I  i 


F 


'ill    f 


^^H 


§3S 


-X- 


t 


!  r 


eH 


It 


t 


^-rir- 


x-- 


i    i 


FF£=F 


THE   GLIDE. 

The  Glide,  or  the  Olisando,  is  used  in  a  quick,  running  passage,  in  the  key  of  C  Major  only.  It  is  generally  on  one  note,  yet 
experienced  performers  emplojr  it  in  runs  of  Thirds,  Sixths,  and  Octaves. 

In  ascending  a  Glide  on  a  single  note,  lay  the  finger  sideways,  so  that  the  nail  only  touches  the  key.  In  descending,  reverse  the 
position  of  the  finger.     Glides  are  made  in  very  rapid  passages  only,  and  are  always  legato. 


GLIDE   ON  A  SINGLE   NOTE 


In  ascending  by  Thirds,  lay  both  the  first  and  third  fingers  sideways,  as  above  described. 
GLIDE  IN   THIRDS. 


5 


3 


-f„ „ — i-r^ 


1 


In  ascending  by  Sixths,  bend  the  nail  of  the  little  finger  only  towards  the  keys.     In  descending,  bend  the  thumb  nail  to  the  keys, 
and  let  the  little  finger  follow. 

GLIDE   IN   SIXTHS, 

4 


In  ascending  and  descending  by  Octaves,  keep  the  hand  as  in  performing  by  Sixths,  and  let  the  hand  and  arm  retain  its  usual 
freedom  and  flexibility. 

GLIDE   IN  OCTAVES, "         ^"^  ±~    ^£  ^   + 
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GRACES    AND    ORNAMENTS. 


Custom  has  established  the  use  of  a  series  of  conventional  signs  and  abbreviations,  for  the  purpose  of  giving  expression  and  adding 
ornament  to  any  passage  which  the  composer  is  desirous  of  embellishing. 

The  graces  chiefly  used  by  modern  composers  are,  the  Appogiatura,  the  Acciaccatura,  the  Turn,  or  grupetto,  and  the  Trill,  or  shake. 

As  it  is  impossible  to  give  a  perfect  interpretation  to  any  passage  in  which  grace  notes  are  applied,  unless  the  pupil  has  a  clear  and 
definite  knowledge  of  the  signs  made  use  of,  the  following  general  rules  for  their  performance  will,  it  is  believed,  be  found  useful. 


THE  APPOGIATURA. 

An  Appogiatura  is  a  small  note  prefixed  to  a  large  one,  from  which  it  generally  takes  half  its  time.     It  is  from  the  Italian  word  Appogiare, 
to  dwell,  or  lean  on. 

EXAMPLE. 

i    Q  »        i    I      I      ,      I  i  ^       N     t — r-: i  n   —*—*>  i  .       I     J     -.  1 4-      -ft—      — 

Written. 


prepared. 


prepared. 


Effect. 
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Rule  I.  When  the  Appogiatura  is  placed  on  the  next  letter  above,  as  at  A,  in  the  above  example,  it  is  superior,  and  must  be  either  a 
Diatonic  semitone,  or  a  whole  tone  above  the  principal  note. 

Rule  II.  When  the  Appogiatura  is  placed  on  the  next  letter  below,  as  at  B,  it  is  inferior,  and  must  be  but  a  Diatonic  semitone  below 
the  principal  note. 

Rule  III.  When  the  Appogiatura  is  placed  more  than  one  letter  from  the  principal  note,  as  at  D  and  F,  it  must  be  prepared,  that  is, 
the  large  note  before  it  must  be  of  the  same  letter  and  on  the  same  degree  of  the  staff  as  the  Appogiatura. 

Rule  IV.  The  length  of  time  occupied  in  performing  the  Appogiatura  is  equal  to  its  value ;  thus,  if  the  small  note  is  a  quarter  note,  as 
at  A,  B,  D,  E,  F,  it  must  be  held  a  quarter  note,  and  the  time  occupied  by  the  small  note,  must  be  taken  from  the  principal,  or  next  large 
note.  If  the  small  notes  are  eighths,  as  at  C  and  H,  they  must  be  played  as  eighth  notes.  When  an  Appogiatura  occurs  before  a  dotted 
note,  it  forms  an  exception  to  this  rule,  and  must  be  held  two  thirds  the  value  of  the  large  note,  as  at  I. 

Rule  V.    Appogiaturas  are  always  played  Legato,  that  is,  as  if  slurred  to  the  principal  note. 

Rule  VI.    Appogiaturas  when  properly  employed  should  only  occur  on  the  accented  parts  of  a  measure. 

The  adoption  of  the  Appogiatura,  was  simply  to  avoid  confusion  to  the  eye.  The  old  composers,  who  wrote  a  figured  base,  instead  of 
filling  up  the  chords  as  at  present,  were  thus  enabled  to  see  at  a  glance  that  the  harmony  was  formed  on  the  principal  note,  instead  of  the 
small  one.  As  modern  composers  write  the  chords  in  full,  they  should  write  the  Appogiaturas  in  large  notes  also,  or  they  will  often  be 
misinterpreted  by  those,  who  satisfy  themselves  with  the  vague  and  incorrect  notion,  that  all  musical  ornaments  and  graces  are  intended  to  be 
left  to  the  taste  and  judgment  of  the  performer. 

The  best  composers  of  the  present  day,  for  the  reason  before  mentioned,  generally  discard  Appogiaturas,  as  small  notes,  and  write  them 
in  ordinary  notes  as  they  wish  them  performed.  In  order  that  the  student  may  understand  the  proper  mode  of  coloring  a  melody,  it  is 
important  to  know  that  every  note,  foreign  to  the  chord,  if  found  on  the  accented  portion  of  the  measure,  is  to  be  treated  and  performed  as 
an  Appogiatura.  The  Appogiatura  written  either  in  large  or  small  notes,  should  be  strongly  accented,  unless  the  phrasing  of  the  melody 
requires  the  passage  to  be  Legato. 

The  following  example  from  the  works  of  Mozart  will  show  how  the  beauty  of  a  melody  may  be  heightened  by  a  proper  attention  to  the 
various  Appogiatura  marks  of  expression. 


Written 

in  -in  j  II 
Appogiatura*. 


Written 

in  ordinary 

notes. 
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Andante  Sostenuto. 
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THE    ACCIACCATURA. 


97 


The  Acciaccatura  is  expressed  by  a  small  note  with  a  line  or  dash  through  it.     It  is  played  as  quickly  as  possible  to  the  next  lar<re  note 
and  is  always  slurred.   Like  the  Appogiatura  it  takes  its  time  from  the  principal  note,  and  is  marked  thus : 


i 


fctfcMe 


£ 


When  the  Acciaccatura  is  used  in  ascending,  it  should  only  be  a  diatonic  semitone  below  the  principal  note.     In  descending,  it  may  be 
&  diatonic  tone  or  semitone  above  the  principal  note. 


Ascending. 


Descending. 


Written. 


-e— — fc — *H—] ih — f-   i  >h — Hf     i  nh — --f — h — h— r-n-* — h — »ti 


Effect. 
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THE    DOUBLE    APPOGIATURA. 

The  double  Appogiatura  consists  of  two  small  notes  ascending  or  descending  to  the  principal  note,  in  Diatonic  order,  according  to  the 
key  in  which  the  chord  for  the  time  being  is  written.  This  embellishment  should  only  be  employed  in  light,  graceful  passages.  It  is 
performed  by  articulating  smoothly  the  two  small  notes,  and  laying  the  stress  on  the  large  note  following. 
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Effect. 
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Sometimes  passages  occur  in  which  the  time  occupied  by  the  performance  of  the  double  Appogiatura  should  be  taken  from  the  note 
previously  struck.     The  following  is  an  illustration : 

J  ^  r  i  ii 


Written. 
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P^E* 
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Effect. 
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In  passages  of  this  kind  the  small  notes  should  be  treated  as  terminations  of  trills ;   it  is  advisable,  however,  to  write  music  of  this 
description  in  large  notes  to  insure  precision. 
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^  THE    TURN,    OR    GRUPPETTO. 

A  Turn  may  consist  of  two,  three,  four,  or  five  notes,  each  of  which  may  be  direct  or  inverted. 


THE    TRILL,    OR    SHAKE. 

Scarcely  any  two  authors  are  agreed  as  to  the  proper  mode  of  writing  the  Trill.     Some  composers  assert  that  the  alternations  shou. 
commence  on  the  principal  note  ;   others  lay  down  the  rule  that  the  alternations  should  proceed  from  the  note  above.     The  following  rules,  i 
is  believed,  will  show  that  the  alternations  depend  solely  on  the  number  and  character  of  the  small  notes  written  after  the  trilled  note,  and 
which  is  termed  the  Conclusion. 

Every  Trill,  be  its  length  what  it  may,  should  have  a  conclusion  of  one,  two,  or  three  notes,  which  composers  should  indicate,  as  it  would 
insure  a  uniformity  in  the  performance  of  this  most  beautiful  ornament. 

Trills  are  either  major  or  minor,  that  is,  the  alternations  are  sometimes  a  whole  tone  apart,  as  from  C  to  D,  or  A  to  G,  or  a  diatonic 
semitone,  as  from  B  to  C,  or  from  F  to  E. 

A  Trill  may  be  prepared,  or  it  may  commence  without  the  preparation.     It  is  said  to  be  prepared,  when  the  trilled  note  is  struck  first, 
and  the  alternations  commenced  afterward. 


m 


tr 


Prepared. 


EXAMPLE. 


Unprepared. 
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A  Trill  with  one  concluding  note,  should  alternate  from  the  trilled  note,  and  needs  no  preparation. 


tr 


EXAMPLE. 


^^^EEfrgf^r-rffFggl 


A  Trill  with  two  concluding  notes,  should  alternate  from  the  note  above  the  trilled  note  downward,  it  may  commence  without  preparation, 
but  is  more  finished  and  elegant  when  prepared. 

EXAMPLE. 

Prepared.  .,__  Unprepared. 


^jjggtfl^gt^ggsjj 


A  Trill  with  three  concluding  notes,  should  commence  with  the  trilled  note,  and  needs  no  preparation. 


EXAMPLE. 
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In  Thirds. 


DOUBLE  TRILLS. 


3     2  2 


In  Fourths. 
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Practice  the  above  Trills  with  the  right,  hand  at  first,  afterward  add  the  Trill  with  the  thumb  and  first  finger  of  I  he  left  hand. 


CHAIN    TKILLS. 
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When  Trills  are  performed  on  a  series  of  notes  ascending,  it  is  recommended  that  each  Trill  be  prepared  and  also  concluded  by  a  turn. 
In  descending,  the  turn  may  be  used  or  omitted,  yet  the  ear  is  better  satisfied  with  the  slight  repose  which  results  from  the  conclusion  to 
each  Trill. 
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CHAIN  TRILLS  ASCENDING. 

tr  tr 


tr 


Written. 


Effect. 
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CHAIN  TRILLS  DESCENDING,  WITH  THE  TURNS  OMITTED  AT  EACH  CONCLUSION. 


Written. 


Effect. 
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TRILLS  ON  DOTTED  NOTES 
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The  old  mode  of  making  a  Trill  when  it  finished  with  a  cadence,  or  half  cadence,  was  to  begin  the  alternations  slowly,  and  gradually 
increase  in  rapidity  and  volume  of  sound. 
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TRILL  WITH  A  CADENCE. 


tr 


TRILL  WITH  A  HALF  CADENCE. 
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*  For  Fingering  of  Trills,  see  pace  10!). 
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FINGERING    OF    THE    SHAKE    OR    TRILL. 


According  to  Czcrny,  there  are  eleven  ways  of  fingering  the  Shake  or  Trill.     Keep  the  hands  steady  and  even,  and  play  slowly  at   first. 
ilien  increase  the  time  gradually.     Repeat  each  exercise  at  least  twenty  times  before  proceeding  to  the  next.     Practice  each  way  daily 


1»«  way 

t_X  i_X     1  > 


2d  way 

8  X  8  X      8  X  8  X 


3d  -way. 

8    18    1       8    1 


4th  way. 

3    13    1       3    13    1 


5th  nay 
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7th  way. 
4    3    4   3       4   3   4 


8th  way. 

8  X  1   X      2  X  1   X 


9th  way. 

2    1    2   X      8    1    8  X 


10th  way. 

312X      318X 


11th  way. 
3181       318    1       3121       3181 
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When  a  continuous  Trill  occurs,  the  fingering  may  be  changed,  provided  no  one  note  is  struck  twice  in  immediate  succession. 


The  fingering  of  Trills  for  the  right  hand,  admits  of  greater  variation  than  Trills  for  the  left  hand,  yet  the  third  way,  and  the  fifth  way, 
are  those  most  generally  used. 

The  third  way  is  best,  viz :  second  and  first  fingers  in  the  right  hand,  when  the  last  note  except  one  of  the  concluding  notes  of  the  Trill 
falls  on  a  white  key. 
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The  fifth  way  is  best,  viz  :  third  and  second  fingers  in  the  right  hand,  when  the  last  note  except  one  of  the  concluding  notes  of  the  Trill, 
falls  on  a  black  key. 

n,  if  tr~*  tr~~  ^  tr —  tr~~      +.  tr~~      4. 
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TRILLS  WITH  A  MELODY,  FINGERED.  -*iA4   *2±1   *3J-3    *1±A      4343.   4  343 
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TRILLS  FOR  THE  LEFT  HAND. 
In  Trills  for  the  left  hand,  the  fingers  generally  used  are  the  first  and  second,  or  the  thumb  and  first. 
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PRACTICAL    EXERCISE    ON    THE    TURN. 
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Effect. 
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(1.)  A  turn  is  some- 
times written  in  small 
notes  placed  before  the 
principal  note,  thus : 
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The  base  note  should 
bo  struck  with  the  first 
-  small  note. 
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(2.)  A  turn  over  a  dot- 
•  ted  note  may  be  written 
in  two  ways: 
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The   first   way    is   tho 
*  best,  but  the   second  is 
most  generally  used. 
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(3.)  A  turn  placed  be- 

^j tween  a  half  note  and  a 

— ^  quarter  note  [in  a  slow 

passage,]      should       be 
treated  as  follows : 
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8 
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(4.)  A  turn  placed  be- 
tween two  short  notes 
should  be  treated  as  if 
the  first  note  was  one 
half  its  usual  length. 


i  A)  When  a  turn  is  made  on  the  first,  second,  fourth,  fifth  and  sixth  note  of  any  scale,  it  should  be  commenced  a  whole  tone  above  the  principal  note.  When  made  on  (he 
third  and  seventh  of  the  scale,  the  Turn  should  commence  a  diatonic  semitone  above  the  principal  note. 

In  all  cases,  in  making  a  Turn,  the  note  after  the  principal  should  be  but  a  diatonic  semitone  below  it,  hence  a  \  or  j}  placed  under  or  above  a  Turn,  indicates  an  accidental 
not  previously  provided   For  by  the  signature.     An  inverted  Turn  should  be  written  in  large  notes. 
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FINGERING   OF   THE  COMMON   CHORDS,  AND   THEIR  INVERSIONS 
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Allegro. 
KEY  OF  C.  (1).  3  J.  2 
-^ -*-*F  ~  F  *  x- 


IN  ARPEGGIO   MOVEMENT,   MAJOR  AND   MINOR. 
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2    m  —  T-+-4—-—  m    2 
1-a-FH — I — I — I-  -I — F-m— J- 


^*    3  -#-—•#-  3    w  X  -#.4--i— t— .#.  X 


Count  three  in  a  measure. 

Legato. 
KEY  OF  G. 


^  1   ?—P-i 


4 

2    -     2 


*Ta  *  2      *■'  x1  3^^^-/^  ^X    X 


i  S-^^-f-,  i 

-F-l — I i 1 F- 


tX    -•*"  —  ■""  #x                                                 1    --F-"^-l— I--F-  ,-1  2    --F-   .       '      ,      I      ! 

o    .   2  l  '    ™T"    r.__..-JL— ZT^»[ 'Z3Z-IT ™~~ ^<w  —  # -\'  -m       ^  Z~     m  f  *^^>^      )-    n  •-   •frt 

yS  S  X    ^ 


key  of  r>.  i  +f:+.  i 


^7^— p 


KEY  of  a. 


X-*-  —  -»-  X 


X 


^r- 


jgp^^^^ 


-  — -*-  x 


KEY   OF   E.  (2). 


x 


^^  x.#.x 


5£. 


•.l. ' ^    0  ,)  _™       3 — ^^ — F— "-- 

t+-*-x  »C^  -#■ 


=P 


■6*-* 


nip^zi 


H 


■&-. 


• 


#-4# 


-*-d 


■ 


Tx 


t^x  2  ^S      f '  ^8 


^ 


(1).  Unless  the  word  .\tm;r  is  mentioned,  the  "  Key  of  C,"  Ac.,  is  understood  to  be  C  Major. 

(2).  The  Keys  fi  and  C>.  Kj  and  Gi>,  Cg  and  DK  are  all  fingered  on  the  same  principle.     The  student  should  write  the  exercises  in  these  keys,  or  play  them  from  memor 
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KEY   OF   F   OR  E# 


■P-  —  -B.  3 

■#-•+— -t— J— -#-   l 


KEY   OF   Bb   OR  A#. 

3 

-4--  ^r*  ?_#" 


s^liJWU 


=^ 


=^  ^ 


KEY  OF   E|,   OR   D#. 


x 


x£^=t 


Nfe-i; 


^ 
^ 


^3l-v-J 


I 


i^i 


:*#: 


-#-  —  -*- 


5^' x  3 ' 


KEY  OF  Ai,  OR  G#. 


rq=rf 


i 


3 


feW= 


— I L~K  '       '       ' *- 


^^  3.      if 


MINOR  KEYS 

KEY  OF  A  MINOR 


2  _±  2 


"#-H— 4-+-        -0- 


X 


3 

Count  four  in  a  measure 

KEY  OF   E   MINOR 


/ 


IR^B^fefe 


s^-— 4^'>— ^-t^      J  ij  l_#__    3±r±^x     J    |  xx         ^x 
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KEY  OF  B  MINOR 


KEY   OF   F#  MINOR. 


\ 


•>  :  -*-  -'  3  ■#■    I  I  -#■  «  3  •#■  •*•  1  3     ■#■ 


u_^ ^J I-g   i  i      #-L J c— • T    »  |M      :      :     T  •    ] 


^  *^  1 


i£S 


■*  3   X 


£J&*'    x  3 

The  student  should  -write  the  Keys  of  Cf  Minor,  Gjj  Minor  or  A|>,  D|)  Minor  or  E[>,  and  A|  Minor  or  Bl?,  with  the  three  inversions. 


1 


11 


KEY  OF  D  MINOR 
_x 


2  ^.E-tzjzt:*--*.  2 


1 


2^^A  2 

IgiSllieiiff 


KEY  OF  G  MINOR. 


4 
2^2 

-rtf't-f      ?-X 


-A — U j^ P fe*c- rn ^^  x  P — P rp *-* — P-> — ! — i P-^-v rr 

TrvV— g^r  »^-#?*^        :p=j^v=^^— * — F- — r^-»-^-^ ^*  -  i      ,    -:ff 


1*  2 

2       * 


\ 


KEY  OF  C  MINOR 

■4 
1    «  — 


X-a-r*  i     F  ^  X 


X"*" 
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X 


2    i    2 

i  ■#.£■#.  * 


-Q — 3 x  #~r  !    r  *  *       —        .it  i  m-r- ;    i    ;    r  m  *  — 'r«       j  #~r-^  '    '    r  *  -1      i  — ♦ 

s%^        x        ^  1^^        x  -#■ x  2  -»-^-#- 3 

^^  1   -••   1       ^w  -**    1   ■#■•<—  -#-   1  ,     X  -#-4—  ■<— t--*-  X 


i 


#»^  1   -»•   1       ^w  ^,^*    1   ■#■•<—  -#-   1  ,     X  -#-H—  4— t--^-  X 


KEY   OF   F  MINOR. 


«^~  ri  ■*■     E3       x-0-  ■#■  -  i  ■#■   ,  ■#■  i  '  2'i-#- 

-«-  2  J*.*--*.   IX1,  x  X  -*•  X    , 


4g&±U±*i 


4  2 
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EXERCISES   ON  THE   CHORD  OF   THE   SEVENTH   IN   ALL   ITS   POSITIONS. 


J* 


R.  H. 


—yr H- 

-9? p- 


(1> 


p=£ 


3  »^  .» 


I 


2^*.     attEt     tZtZ'Slj0.  BERTIM. 

^=Z2|==^S3— |*ipittzu>^i=: pte-^^flipiizaiziHE**,— ..-|jzm=n:     (i.)  Fingering  „f  the 

feljziS^*-&^bE^^^Z    :^^£=^^!f =J^=  -rh^f=     Ft    Ph-d  when   struck   »■ 
-^    ^* fc-eT-g    s — h—**^  -j-  **g^| *^J.~        ^  .!§■ multaneously. 

(A)  _  ,3      ^-^    ££      ,3       X 


T       TT  0  ~< —     "^ 

x   i,3,     x^,  (A)  hi  ■#-£+=+=  r^-»i?iL_x 

x  1*  Ax  . 


ii 


X 


(2> 


1= 


iH 


-if 


x  « 

-6-a-F- 


±*EE  ESfe* 


-L-# 


3! 


Ir? 


**=£&&-=& 


?  p  3         fe*Z — *T~JtL^i If     ^2'  The  third  fiDger 

r— -P-» — ^^—    -y-ffP^g—      F   always  on   Cfl,  and  the 


X 


t 


X 
X 

1 


prfEB^EJjIazzlE 


tat"*"* 

ffa   i 


thumb  on  E. 


The  thumb  always  on 
G,  and  the  third  finger 
on  B>. 


i 


1=± 


i*=» 


z 


(31 

in-. 


x-«.f:±:  £#   1 3 


=1  ^=)F:ga^S^f^gj==^a= 


<*£-_,. 


^£t- 


:rr       (3.)  The   third   finger 
F  on  Ai>,  thumb  on  Bt}. 


»=f=# 


-4-r-W 


x- 


-£+- 


x 


i& 


The  thumb  on  F,  third 
finger  on  A?. 


i 


(4). 


i££fc  r±.#u3 


-x- 


I 


3 


-t 


:x^=P 


p=tt=K 


"*■  1 


^SsEE^E^EEp^Ei 


a^vi ' 


^ 


^=nfE 


(4).  The  third   finger 
on  1'5,  thumb  on  A. 


Thumb     on     C,    and 
third  finger  on  E4. 


9;EE: 


:r_,:rp 


&£££« 


^gE^EeS?EEe^ 


<: 


:#^: 


=^EE5^= 


r'1 


*  x  tt-*t      x 


II 


(5).  Arpeggio. — Exei- 
eise  on  passing  the  fourth 
finger  over  the  thumb, 
and  the  thumb  under  the 
fourth  finger. 


(6).  Example  of  the 
Arpeggio,  where  the 
same  fingers  (the  thumb 
and  fourth  finger)  are 
used  on  different  note*. 


4  4 


(A),     In  chords,  or  arpeggios  composed  of  four  notes,  the  general  rule  for  fingering  the  right  hand  is  to  place  the  third  finger  OB 
Bb,  and  the  thumb  on  C.     For  the  left  hand  place  the  thumb  ou  G,  and  the  third  finger  on  Bb. 

14 
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STUDY.     No.  1. 

The  first  movement  of  this  piece  illustrates  the  value  of  detached  notes.    (See  Example,  page  63.)      The  melody  of  the  second  part 
is  in  octaves;  and,  if  well  bound  and  played  legato,  is  in  pl»asing  contrast  with  the  first  part. 

H    D.  SOFGE. 


r,    jf    ft  f  «•»-    t *.X  5  9       ^  =k ^"  -f-  •  ^"1  ^~  ^~         •*">-        +~ 


Gkazioso. 


(§lftp 


Scherzo.         Ped. 


tt 


/'-</. 


* 


PecZ. 


# 


Pcrf. 


tt 


» 


♦      J:      5:        ♦      J      5:        1        J      $ 


S       S 


Pec/.  «.        PeeZ  ^    Ped.  ^  Ped    n  ^ 


,#-         y#- 


*i^=^^=? 


_JSF T_ 


:r — i~ 


^ili# 


=1 


Ped.  #      Ped.  \  #      Pol.       ^  #     Ped.  #      Ped.  * 


Ped  if.      Ped.   , 

=1=* r* 

^ ! r= 


fe=^bz=E! 


? 


E 


1=3= 


0—     —  0- 


3(: 


^ 


:f^ 


¥=1^?^ 


«r 


±-iir~i. 


t^ 


* 


J5 


pg^ggg^jgg^gg^g^g^^g 


Ped. 


* 


Ped. 


* 


Fed. 


tt 


fe4^=j 


v 


' 


t 


^mtmm 


=* 


£ 


■*■    V 


n 


First   time.     Second   time. 


,»-    „#- 


g^i^Spi 


3 


,_ \——» 3- 


i 


rii&  11 
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¥^ 


g^ 


pp 


§±WE± 


k 


4-0.    ■& 


w 


X* 


£  X   i9- 


I 


£ 


£■ 


■d- 


T 


-»•- 


£ 


x  x 

-0- 


-^X 


*"  X   W  , .      X       X  X    ^  #.^-X  ^       #.       ^X  -*.«..*. 


tt 


19- 


* 


P«£ 


X    «■" 


^ 


^ 


;;ii 


v  * 


^=^ 


X       JL 

T — * 


«.      Pec/. 

*  XX 


^ 


#— * 


5 


5— S 


xx        •#-    -*-     ■*- 


S- 


^ 


X 

-#- 
-#- 


m 


© 


F  =  *    *■ 


m 


Ped.X 

3 


i 


^* 


?-fe=? 


:t 


©£ 


-©>- 


X 


8ra, 


£*    4    ¥^  *  Ped  ^e    %        4    *    Ped  J    J     J*  Ped  x    x 


# 


r: 


t=t=jl 


IfcE 


t 


^ 


t: 


X 

-9- 


/ 


5> 


F 


^ 


PP 


3= 


& 


if 


-t- 

Petf. 


* 


^ 


*  X      i* 


F 


93S 


X     X 

# 0- 

-0 0- 


w 


E 


*       P«£ 


f"        "^  "^ 


^ 


#       Petf. 


-©- 


X 


r 


%r 


£$ 


x    x 

0 0- 

0 H»- 


r 


x 


Ped 


^ 


1- 


tJt 


U 


-#-  X 


H 1— -r- 


'#"- 


f-    X    ^9^" 


t 


m 


*& 


ft 


a= 


:isc 


■#•    ■«■ 


tt 


Perf. 


t=t 


X     X 

-# — #- 

-0 0- 


"C 


X 
Hi- 


f-f 


"I 

X        -&--£--£- 

* — I •— » »- 

BEE' 


:c-4-_ L_L=te=rTHg 


t: 


*         *  XX 


^ 


i£=?=4 


i 


fi 


■^  * 


'; 


t=pt 


9 

I 


S 


-X f»- 


** 


I 


5^ 


r»- 


-I- 


X 


8va.-< 


'•^   ± 


*EEESE? 


x  _    #    *     *  x 


*  £ 


r: 


^ 


t—0 

EE3: 


5=: 


-0 


V* 


fefl 


p.  a 


^ff 
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STUDY.     No.  2. 


In  order  to  bring  the  third  finger  into  use,  the  student  may  vary  this  piece  with  good  effect  by  reiterations  of  four  notes  instead 
of  three.  It  should  be  practised  at  first,  however,  as  it  is  written ;  great  care  being  taken  to  play  each  note  even  and  distinct,  laying 
a  slight  stress  on  the  first  note  of  each  group. 


H.  ROSELLEN. 


8ra. 


MODKRATC 


O.  y  _  _  3    .      Ped  — ^ 


-^^?— *?- 


*nrt 


-^^.-•- 


I 


* 


p 


Ped 
i 


»-* 


-?-T— T- 


fe 


-»— #- 


a    i    x 


8va, 
f 


Piii  fercfo  e  pesante. 


fi^m^s^ 


* 


r 


HFS= 


3 


---fih 


/C\ 

— r-    i    "? 


^ 


J»L_J_ 


--   (9- 


77^ — i — nd — 


7"F  fl?   •  ifoB. 

Ped.  , 


I 


-&- 


1 


Andantino  Grazioso 
ed  espressivo. 


* 


3: g    T    X    2_JL_X 2-J-X_j 

V — 00-0-00-0 — 0-0-0-^ 


2ZJ.ZX^Z^ 


I     ■:       0    0    0 


-0-0-0- 


p      Ped. 


# 


Ped. 


# 


"rp  u    I  n 


p^: 


:9iE 


-a 

8i 


> 


•••• 


r-t 


3=^ 


0-0   0-0-0-0-0-0-0-0-0 


0-0-0-0-0-0-0 -0-0- 


0-0-0- 


-*-*-*■ 


#•-*#• 


Ped. 


•#    Ped. 
S 


*    Ped 


* 


!ip^=jpife*i 


s 


; 


-m- 


Ritenuto.  A  Tempo. 

■^'     ,      — !■■■    ■  ■  ■!__! 


P-^P-0  0  0 


M^ 


Ped 


9*  u> 


•& 


n 


*  Ped 


U* 


! 


3F 


i^i 


Petf. 


* 


PH 


9i: 
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0-9-0- 


L**Wf-MffWF-W- 


Agitato. 
■P-P-P-4 


t±= 


Ped. 

4= 


05 


res 


P 


3i 


i^ 


* 


ce?i 


* 


I 


S 


l~ 


PM-^ 


Ritenuto. 


V- 


P=P=pc 


0  0  0  0  0  0  0  0  0  0  0  0  0  0  0  0  3  0  ~\- 


do. 
Ped. 


IX. 


in. 


V 
/V. 


-^ — % i ^^f'i 


Accelerando. 
Ores.     -     - 


et 


\  ~\  '  \  \  \  \  \  '     -;  ;  j  ;      -4— — —    __»— ■■— ^ — — — — — 


0    0-0-0-0-0    0-0    0- 

1 1 1 ! 1 1 ' 


0-0-0- 


J-P-P~ 


X 


EEl 


P€ 


x 

i 


Rallent.     Dim. 


p  A  Tempo. 
Ped. 


* 


9* 


*==|* 


^ 


& 


© 


j 9t 


P^P-P-f-P-9-9-9 


000000009 


WW* 


w#£ 


_*. 


H-H 


Ped 


*    Ped 


■4-P-P-P—P—P-0-0-0-0-0-0-0-0-0-0-0-0- 


Hg 


3=9 


*     Ped 


* 


3 


ll 


© 


3 

-9- 

~9~ 


m 


p-p  p-0-0 -0- 


m- 


«• 


mm 


m 


P  P  P  P-t 


Ped 


9-9-9- 


P  P  P—9-0-9- 


*-*-**-*-*-*-**+.+-+. 


fi£ 


mm^mxa — 0-0-0- 


fL-0+^9-0^X 


3—*- 


*  Ped. 
iHV- 


P 
*    Ped 


ZJ 


%EE=%E=i| 


=* 


^ 


1 £ 


S 


P3 


«— 3—? 


S 


110 


\ 


*=t 


J=3S^=i; 


Ores. 


Ped. 


V"         2       1       X      2       1       X 


i  f # — « — ^ — 9 — 0 — p. 

I 1- 


V 


Dim. 
*     Perf. 


* 


# — 0—0—0—0- 


*=t 


I F h 


l      l      l      I 

H 1 1 t- 


H h 


l: 


3" 


1 


-#  — 


V 
Pec?. 


Espress. 


rr,* 


— 1 


-«!- 


*     Petf. 


-• — 

=3= 

Ores. 


* 


m^-J-d-*—*    *—*    I— *-*-*— i~* 


44   *   4   & 


-0—0-0- 


m 


m 


Ped. 

mm 


-4-€- 


-3-0 


m 


X-0-  X-i 

Dim. 


X-i 


# 


*     Petf. 


Dim. 


* 


^■^ 


-- 


^-j)^-it=d=Jz^=d=*=d=d 


^Tf^f?^;^^ 


Ritard. 

3 


%=r 


Pec?,   pp 


J.  tempo. 


0    0    0    0    0    0' 


-\ 1 1 v- 


-0—0—0    0    0 


Xi 


Xi 


Xi 


*     Ped 


# 


v^^-i^ 


i 


» 


Ped. 


9! 


*4«: 


^-^ 


....—, 


.^^JJiJJJJjJjJ^i^^n^EESb^faa^B 


0-0-0-0-0-0-0-0-0 

— i i 1 1 ! 1- f 


0-0-0- 


Jt-9-*- 


i 1 H 


Dim. 


* 


Rallent. 


J' 


A  Tempo. 
Ped. 


* 


£ 


M^l 


P-P-P  P  P  P  0-0-0-0-0-0-0-0-^-9-0-0 

I      __J I i i '  I 1  I 1 U— 


\ 1 1 h 


ri— LLLI 


Ml   I,    - 


-P-F  F  P  P  P  0-0-0-0-0-0-0-0-0-0- 


Ped. 


*    Ped. 


3 


')■■ 


Pi 


3=91 


*     Ped. 


# 


J 


^ 


SE 


—I 


Ill 


* 


0-0-0-0-0-0-0-0-0+- 

I — I — I — i — I — 1 — I — , — I — L_ 


TF&S. 


i    I    i — M — i    i    i 


±^-fc 


Ritetnuto. 


A  Tempo. 
'■■£-?-?■ -0-0--0-  ■0--0--0-0- -0-0- -0-0-0- 


Ped. 


-^ 


H — I — i — i — i- 


*-*-*-0^  -0- 


P=P=PC 


# 


Ped. 


s^mm^^n 


* 


*    Pcrf. 


-)'{* 


fpnf 


<* — 


i^pg 


s 


* 


Ped 


*     Ped 


CVes. 


Dim. 
#     Ped 


* 


§Hi 


*f 


5-  /  -J-  5  t^ 


-1: 


^E 


♦  ■#.-•.     t  41  *4## 


•*•-#--#--#• 


Rallent. 
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STUDY.     No.  3. 

The  study  of  this  beautiful  composition  is  particular^'  recommended.     It  is  in  the  author's  best  style,  and  will  be  found  very 
effective  and  graceful,  if  the  various  marks  of  expression  are  carefully  attended  to. 


Con  Grazia. 


8va„ 


H.  KLEBER. 

loco. 


?. 


8m.„ 


i 


fs^ 


& 


pg>'3rr 


<£   x  ..  *-*•-••* 


f 


-I — . 


r 


• » 


ee: 


- 


a  ♦ 


S^ti-^-T 


First  time. 


Second   time. 


~l 


f* 

Ped.     Ores. 


•&  p«/. 


i^^piSi^ii^i^^Nlii^^^ 


d* 


b-~h*  m  b  «     ia— hrk #-»-»-#-»—»—» fa  — h  H — i i 1 1 1 — H hrrur*-*r- w* 


tizz^pzpzkqcztozi^p 


ffPed. 


e 


r- 


» 


iS 


*     TVd 


*     Ped 


* 


Ped 


* 


§3* 


-# #- 


8 


5 


-» — 0—9- 


F 

E 


r 


:t 


:t=E 


> 


V=5j&i^m 


$£   ■*  .,^-sf- -^  ^-7^      -*-^#  .♦ 


E^ES 


9fe 


# — »-# 


£=S^^3 


-I — B^'fc  V- 


Tempo. 


8va.~~-r~-~loco. 


-V.. 


8va. 


s 


T; 


Ped        Cres. 


.  ^*V  *r — -      <-  Rs  <-P-     -F-  V-F— * 3#-*-F-     '-"#.--r    ♦1  ^  ^ «      • i 

S?zzz^t=  ^fr^-Eg=ffl^  =S^,=i^-^^^^^^P^=tr=z=zj(g 


•* 


l^^ip^^spt=lpljfe^ 


IfelliS 


US 


tr  *  ±T 

i 


itei 


■0--"-  -9- 


Dolce.  Elegamente. 
Fed 


t- 


* 


2&E%& 


333EES 


Peal. 


0-W-0- 


i 


1 !e i. 


■^ 


3=S 


S^±fc=± 


r==^ 


*-^^-+-+~+-^+~^^-+*^-*--^+-+~-+-^*+-^^  *■•+-■+■* 


loco. 


Si 


s 


tntp 


S: 


^c;l 


pfftV 


Ped. 


*      Pcrf. 


:M 


P— M^ 


-*-      -0-   *xr~     +- 


$&     Pea.  — '    GVes. 


*• 


•  ■  ■    • 


te£H 


* 


W» 


jr 


Fed. 


mm 


* 

#— * — «-J' 

H 1 1^— 

0  —  0-0- 
0-     -0-     -0- 


8va. 


•*•-*-  —   — 


fi>—       H— #j— #4— #4--ff4— f-H-  #-r*- g— PJ 


PllliPilfiiip 


\ 


** 


p^ 


Pea1. 

s 


.-Hi* 


B» 


# 


-•-*-■ — ill  r 


igg|i|i=S3E^E^^i|||^ 


fe^ 


First  time. 


Second   time. 


tfc 


±0- 

*- — 


jm^m^mm?m 


p   Con  Grrazia. 


? 


fflfa. 


8m 


Effi 
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STUDY.     No.  4. 

In  this  piece,  the  right  hand  plays  an  accompaniment  as  well  as  the  melody.  The  accompaniment  will  be  found  below  the  melody 
in  the  first  and  second  strains.  In  the  Trio,  the  upper,  notes  of  the  right  hand  form  the  accompaniment,  the  melody  being  the  lower 
notes. 
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STUDY.  No.  8. 


FROM  THE  "GRANDE  FANTASIE  DE  CONCERT"  ON  "BEN  BOLT." 

Composed  by  WM.  VINCENT  WALLACE. 
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1.  So  remember,  when  I  tell  you, 

What  I  longer  can  not  keep, 
We  are  none  of  us  responsible 

For  what  we  say  in  sleep. 
My  pretty  secret  's  coming ! 

O,  listen  with  your  heart, 
And  you  shall  hear  it  humming 

So  close,  'twill  make  you  start. 


3.  O,  shut  your  eyes  so  earnest, 

Or  mine  will  wildly  weep ; 
I  love  you !   I  adore  you ! 

But,  "I'm  talking  in  my  sleep!" 
For  I  know  I  am  but  dreaming, 

When  I  think  your  love  is  mine ; 
And  I  know  they  are  but  seeming, 

All  the  hopes  that  round  me  shine. 
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2.  ||:  There  the  sunbeams  are  ever  shining, 

I  am  longing,  I  am  longing  for  the  sight ;  :|| 
Within  a  country,  unknown  and  dreary, 
I  have  been  wandering,  forlorn  and  weary. 
I  'm  a  pilgrim,  &c. 


3.  ||:  Of  that  country,  to  which  I  'ra  going, 

My  Redeemer,  my  Redeemer  is  the  light ; 
There  no  sorrow,  nor  any  sighing, 
Nor  any  sin  there,  nor  any  dying. 
I  'm  a  pilgrim,  he. 
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soft  o'er     hill    and         vale,  When  friends  mute  with  grief,  Stood  around  the  death  hed,    Of  my   poor  lost  Lil  -  ly      Dale. 
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To  know  that  they  miss'd  me  at        home,- 
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Second  Verse. 

When  twilight  approaches,  the  season 

That  ever  is  sacred  to  song, 
Does  some  one  repeat  my  name  over, 

And  sigh  that  I  tarry  so  long  ? 
And  is  there  a  chord  in  the  music 

That's  miss'd  when  my  voice  is  away, 
And  a  chord  in  each  heart,  that  awaketh 

||J  Regret  at  my  wearisome  stay.  *|| 

Third  Verse. 

Do  they  set  me  a  chair  near  the  table 

When  ev'ning's  home  pleasures  are  nigh, 
W  hen  the  candles  are  lit  in  the  parlor, 

And  the  stars  in  the  calm  azure  sky  ? 
And  when  the  "  good  nights  "  are  repeated, 

And  all  lay  them  down  to  their  sleep, 
Do  they  think  of  the  absent,  and  waft  me 

||J  A  whispered  "  good  night  "  while  they  weep  ?  i|| 

Fourth  Verse. 

Do  they  miss  me  at  home — Do  they  miss  me 

At  morning,  at  noon  or  at  night  ? 
And  lingers  one  gloomy  shade  round  them 

That  only  my  presence  can  light  ? 
Are  joys  less  invitingjy  welcome, 

And  pleasures  less  hale  than  before, 
Because  one  is  missed  from  the  circle, 

||I  Because  I  am  with  them  no  more '(  J|| 
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The  Secondo  part  is  intended  for  the  Teacher.     When  the  Pupil  is  sufficiently  advanced,  the  Teacher  should  change  places,  and  take 
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For  the  purpose  of  strengthening  the  fingers  of  the  pupil,  the  music  for  each  hand  is  confined  within  the  compass  of  five  notes. 
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ADDENDA. 


ELEMENTS   OF   THOROUGH-BASE. 


CHAPTER  I. 


Harmony  is  to  music,  what  grammar  is  to  language ;  harmony,  or 
thorough-base,  therefore,  may  be  styled  the  grammar  of  music. 

The  study  of  Harmony  presupposes  the  student  to  be  familiar  with 
the  rudiments  of  music ;  the  formation  of  the  various  scales,  hoth 
major  and  minor ;  the  meaning,  and  the  application  of  the  various 
characters  used  in  music ;  and,  in  a  word,  every  thing  necessary  to  a 
proper  understanding  of  what  constitutes  the  difference  between 
Melody  and  Harmony. 

Melody  consists  of  a  succession  of  single  tones,  regulated  according 
to  the  rules  relating  to  time,  accent,  &c.  When,  for  example,  a 
female  sings  alone,  without  any  accompaniment,  her  song  is  pure, 
simple  melody.  If  a  person  plays  on  the  Flute  (or  any  other  instru- 
ment capable  of  producing  hut  one  note  at  a  time)  it  is  simply  Melody, 
one-voiced,  or  Monophonie. 

Harmony  consists  of  a  simultaneous  union  or  combination  of  tones ; 
it  may  consist  of  two,  three,  four,  and  more  tones.  When  two  females 
sing  together,  the  one  with  a  somewhat  deeper  voice  than  the  other, 
each  singing  a  different  part,  or  melody,  it  will  be  music  in  two  parti,, 
the  simplest  form  of  harmony,  and  therefore  called  two-part  harmony, 
that  is,  it  is  Duophonic, — for  two  voices. 

When  to  these  two  voices,  a  third  person,  with  a  high  male  voice, 
sings  a  part  in  conjunction,  there  is  formed  a  harmony  of  three  parts  ; 
this  is  termed  Triphonic, — for  three  voices. 

To  these  three  voices,  imagine  a  deep  male  or  base  voice,  and  we 
shall  have  a  harmony  of  four  parts  ;  this  is  called  Tetraphonic, — for 
four  voices;  or  Polyphonic, — for  many  voices. 

Now,  as  each  person  sings  a  different  melody  or  part,  each  part 
moving  harmoniously  with  the  other,  the  composer  has  to  arrange 
each  melody  or  part  according  to  certain  rules,  a  knowledge  of  which 
constitutes  the  science  of  harmony. 

Presuming  that  the  student  has  had  a  sufficient  practice  on  the 
Piano-forte  to  play  any  chord,  the  theory  of  harmony  consists  in 
ghowing : 

First.  From  what  are  chords  constructed. 

Second.  What  chords  are  possible  in  music. 

Third.  How  these  chords  may  succeed  each  other,  in  a  regular  (that 
is  musically  grammatical)  manner,  so  as  to  give  each  part  or  melody 
its  proper  harmonic  direction. 

It  should  be  remembered,  that  each  note  of  the  scale  has  its  dis- 
tiuclive  appellation  ;    and,  also,  that  the  difference"  of  pitch  of  any 
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given  sound  compared  with  another  is  measured  by  what  are  termed 
Intervals. 

These  Intervals  are  ten  in  number,  and  are  divided  into  Primes, 
or  Unisons,  Seconds,  Thirds,  Fourths,  Fifths,  Sixths,  Sevenths, 
Eighths,  Ninths,  and  Tenths.  Again  ;  these  intervals  are  subdivided 
into  Minor,  Major,  and  Superfluous  Seconds;  Diminished,  Minor, 
Major,  and  Superfluous  Thirds ;  Diminished,  Perfect,  and  Super- 
fluous Fourths ;  Imperfect,  Perfect,  and  Superfluous  Fifths;  Dimin- 
ished, Minor,  Major,  and  Superfluous  Sixths;  Diminished,  Minor, 
and  Major  Sevenths  ;  Diminished,  Perfect,  and  Superfluous  Octaves', 
Minor  and  Major  Ninths  ;  Minor  and  Major  Tenths. 

The  first  step  to  be  undertaken  with  sounds,  in  respect  to  harmony, 
is  to  give  to  each  note  of  the  scale  its  appropriate  name  and  quality. 
We  therefore  proceed  to  the 


SCALE  OF  C, 

SHOWING  THE  NAME  AND  QUALITY  OF  EACH  TONE. 
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One,  in  the  above  illustration,  is  called  the  Tonic,  or  Key  noti, 
because  it  is  the  Root,  or  Prime.  It  is  from  this  note  that  all  the 
others  in  the  scale  are  reckoned. 

Two  is  called  the  Supertonic,  from  its  being  next  above  the  tonic. 

Three  is  called  the  Mediant,  from  its  being  midway  between  the 
tonic  and  dominant  (5.) 

Four  is  called  the  Subdominant,  from  its  being  immediately  below 
the  dominant. 

Five  is  called  the  Dominant,  or  governing  note.* 

Six  is  called  the  Submediant,  from  its  being  midway  between  the 
octave  (8),  which  is  above  it,  and  the  mediant  (3),  which  is  below  it. 

Seven  is  called  the  Subtonic,  (or  Leading  Note,)  from  its  being 
immediately  below  the  octave  or  tonic,  f 

Eight  is  called  Octave,  because  it  is  the  eighth  note  above  the 
tonic. 


*  It  will  bo  seen,  hereafter,  that  the  chords  of  the  Dominant  and  Subdominant  are 
closely  related  to  the  Tonic  harmony. 

f  The  words  Octavo  and  Tonic  are  here  used  in  the  same  sense,  being  considered 
synonymous  in  their  application. 
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CHAPTER  II. 


MAJOR  AND  MINOR  THIRDS. 

If  the  student,  before  proceeding  further,  will  strike  on  the  piano 
the  keys  C  and  E  (1  and  3  of  the  scale  of  C)  together,  the  sounds 
produced  will  form  what  is  termed  a  major,  or  large  third. 


EXAMPLE. 

Major  Third. 

If  the  keys  D  and  F  (2  and  4)  are  struck  together,  it  will  produce 
a  minor,  or  small  third. 


EXAMPLE. 

Kliuor  Third. 


The  union  of  E  and  G  (3  and  5)  produce  a  minor  third;  F  and  A 
'4  and  6)  form  a  major  third,  and  G  and  B  (5  and  7)  will  form  a 
major  third. 

EXAMPLE. 

Minor  Third.  Major  Third.  Major  Third. 


ppF^fl=i=K 


A  and  0  (6  and  8)  will  form  a  minor  third. 


EXAMPLE. 

Minor  Third. 


s 


The  union  of  any  two  sounds  as  above  described,  form  what  is 
called  an  interval  of  a  major  or  minor  third. 

Chords  are  formed  by  uniting  a  third  or  fourth  sound  to  any  one 
of  the  intervals.  Thus,  the  letters  C,  E,  and  G  (1,  3,  and  5)  form  a 
chord  of  three  notes,  or  a  major  Trichord.  The  letters  D,  F,  and  A 
(2,  4,  and  6)  will  form  a  minor  Trichord.  The  letters  E,  G,  and  B, 
(3,  5,  and  7,)  will  also  form  a  minor  Trichord. 

EXAMPLE. 

Major  Trichord.      Minor  Trichord.      Minor  Trichord. 


i^mmmt 


20 


INTERVALS.* 

The  distance  from  one  tone  to  another  is  termed  an  Interval. 

An  Interval  may  be  either  Diatonic,  or  Chromatic. 

A  change  from  any  given  letter  to  the  next  above  it,  as  from  C  to 
D  ?,  is  a  Diatonic  interval. 

EXAMPLE. 

Diatonic  Interval. 


t 


s 


M 


When  the  change  is  made  simply  by  the  addition  of  a  sharp,  aa 
from  C  to  Ctt,  or  from  D  to  D  $  &c,  it  is  called  a  chromatic  interval. 


EXAMPLE. 

Chromatic  InirrruU. 


i 


,yp- 


IS1 


The  ten  intervals  before  named,  we  will  now  give  in  the  key  of  C. 
The  student  will  remember  that  the  distances  are  reckoned  from  the 
lowest  note  or  the  root,  upwards,  C  being  taken  as  the  root,  or  lowest 
note. 

Thus,  from  C  to  C  in  the  following  example,  (both  notes  producing 
similar  sounds)  is  called  a  Unison.  From  C  to  D  is  an  interval  of  a 
second.     From  C  to  E  is  an  interval  of  a  third,  &c,  &c. 


TABLE  OF  INTERVALS. 

Unison.         Second.         Third.  Fourth. 


Fifth. 
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w=± 


r   r 
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c  c 


C    D 


C    B 


Sixth.    Seventh.    Octare.    Ninth. 


Tenth. 


9 


c#-  c-#-  c-*-  c-#-  c-#. 

I      r     i      i      i 


It  should  be  observed  that  the  Unison  (or  like  sound)  is  no  interval, 
yet  it  must  be  treated  as  such,  harmonically,  because  two  different 
parts  occasionally  take  one  and  the  same  note. 

The  interval  of  the  Tenth  is  to  be  considered  as  a  mere  extension 
of  the  Third  taken  an  octave  higher. 

Intervals  separated  by  still  wider  distances  than  the  tenth,  are  to 
be  considered  as  merely  fourths,  fifths,  sixths,  sevenths,  &c,  taken 
one  or  more  octaves  higher. 


EleveDth 


■  Q  F  *v- 

•7  c#- 


Twelfth. 

I 


EXAMPLE. 

Thirteenth.      Fourteenth. 

I 


Fifteenth. 


»-4 


,i 


C#-  C#.  V-0- 

I 


*  For  a  moro  extended  definition  of  Intervals  see  Peters'  Burrowes'  l'rimer.  page  30, 
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An  interval  is  said  to  be  inverted,  when  the  upper  note  is  placed  an 
octave  lower,  or  the  lower  note  placed  an  octave  higher. 

Thus,  from  C  to  D  is  an  interval  of  a  second ;  hut,  if  C  remains 
stationary,  and  1)  is  placed  an  octave  lower,  the  interval  becomes  a 
seventh,  &c,  &c. 

It  will  be  seen  that  the  second,  by  inversion,  becomes  a  seventh, 
A  third,  becomes  a  sixth.     A  fourth,  becomes  a.  fifth,  &c,  &c. 


The  easiest  method  of  ascertaining  what  an  interval  will  be  when 
inverted,  is  to  add  to  any  given  interval  as  much  as  will  make  up 
nine,  and  the  difference  will  give  the  name  of  the  interval  when 
inverted ;  thus,  a  unison  (which  may  be  represented  by  the  figure  1) 
will,  when  inverted,  become  an  eighth,  or  octave ;  a  second  will  become 
a  seventh,  &c,  &c. 


I   Miaou.       Ottnre. 


«d. 


TABLE  OF  INVERTED  INTERVALS. 

7th.  3d.  Oth.         4th.  «th.         5th  4th. 


6th. 


3d. 


7th. 


2d. 


i 


mM 


The  keys  of  0  major  and  A  minor  have  been  taken  by  way  of 
illustration ;  but  the  student  should  write  the  Exercises  in  all  the 
various  keys. 


TABLE  OF  mTERVALS  SUBDIVIDED. 

As  each  note  of  the  scale  may  be  raised  by  a  sharp  ( ft )  or  double 
•harp  (  * ),  or  depressed  by  a  natural  ( jl  ),  flat  (  ? ),  or  double  flat 
<  VV),  each  interval  admits  of  tivo,  three,  and  sometimes  four  sub- 
divisions. These  subdivisions  are  indicated  by  the  terms  before 
mentioned,  namely,  diminished,  minor,  major,*  and  superfluous. 


I   lli-on«    n  rr 
two-fold. 


Second*  are 
three-Cold. 


Thirds  are 
three-fold. 


|E«:f|^|^Efe^E0 


ff 

Perf.    Superfl 


Minor.     Major.   Superfl.        Diminished.   Minor.    Major. 


^ 


I 


I 
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Fourths  are 
two- fold. 


Firths  are 
three-fold. 


Sixths  are 
four-fold. 


Dim.  Perfect.  Saperfl.        Dim.  Perfect.  Superfl.  Dim.    Minor.    Major.  Superfl. 

-f-f-rTi  1    T  X\\    I     1-4- 


i^gg% 


11 


Sevenths  are 
three-fold. 


Octnres  nre 
three-fold. 


Ninths  are 
two-fold. 


If^rS^I^i 


Dim.      Minor.     .Major. 


Dim.     Perfect.    Saperfl.  Minor.    Major. 


f=e=^„,te=£^„^=^ 


I 
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it  will  be  observed  that  many  intervals  when  struck,  are  taken  on 
ti  •   very  same   keys   of  the  Piano.     For  example,  the  superfluous 

«  Instead  of  the  words  minor  and  miijor,  the  terms  false,  or  imperfect,  and  perfect  are 
...niPtimt's  "-I'd  :    thus  » false  or  imperfect  fifth,  a  perfect  fifth. 


second,  and  the  minor  third,  (from  C  to  D  jj,  and  C  to  E  \>)  or  the 
superfluous  fourth,  and  diminished  fifth  (from  C  to  Ffi,  and  C  to 
G  /,  &c.) ;  yet  it  is  important  that  these  intervals  should  be  well 
understood  and  distinguished  from  each  other,  as  each  require*  a 
different  note  for  its  accompaniment,  and  forms  quite  a  different  chord, 
and  is  also  resolved  in  a  different  manner,  as  will  hereafter  be  shown. 


CHAPTER  III. 


FORMATION  OF  CHORDS. 

In  the  practice  of  the  various  intervals,  the  student  will  have 
discovered  that  many  of  them  sound  agreeably  to  the  ear,  while 
others  sound  quite  the  reverse.  Those  that  are  agreeable  are  called 
Consonant,  and  the  disagreeable  intervals  are  called  Dissonant. 

The  consonant  intervals  are :  the  Perfect  Unison,  the  Major  and 
Minor  Third,  the  Perfect  Fifth,  the  Minor  and  Major  Sixth,  the 
Perfect  Octave ;  and  the  Minor  and  Major  Tenth. 

All  the  other  intervals  are  dissonant. 

The  consonant  intervals  are  again  divided  into  perfect  and 
imperfect.  The  perfect  are  :  the  Perfect  Fifth,  and  Perfect  Octave. 
The  imperfect  are :  the  Minor  and  Major  Third,  and  the  Minor  and 
Major  Sixth. 

Concords  are  distinguished  from  Discords,  among  other  properties, 
by  the  latter  requiring  a  resolution;  that  is  to  say,  the  dissonant 
interval  must  be  resolved  into  the  consonant  one. 

The  most  perfect  and  agreeable  of  the  consonant  intervals  is  that 
series  of  sounds  which  consists  of  the  tonic,  or  root,  its  major  or 
minor  third,  and  the  perfect  fifth.  It  is  sometimes  called  the 
Triad  Harmony,  or  the  Tri-chord,  but  most  generally  the  Common 
Chord.  Almost  every  musical  sentence  ends  with  this  chord,  and. 
in  general  begins  with  it. 


major  Tri-chord. 


110- 


Hi  nor  Tri-chord. 

|  in! 
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It  will  be  seen  that  the  figure  1  is  applied  to  the  lowest,  or  base 
note ;  the  figure  3  is  applied  in  the  major  common  chord  to  E,  or 
the  third  from  C ;  and  the  figure  5,  to  the  fifth  from  C. 

In  the  minor  common  chord,  the  figure  1  is  applied  to  its  root  (  A  ), 
and  3,  to  the  third  (  C  ),  and  5,  to  its  fifth  ( E  ). 

When  the  octave  is  added  to  the  common  chord,  the  figure  8  is 
used  in   both  major  and  minor  chords. 


Major  Common  Chord 
with  the  Octarc  Added. 


Minor  Common  Chord 
with  the  Octave  added. 


ii^y     p^m 


In  whatever  key  it  is  written,  the  common  chord  consists  of  a 
third,  major  or  minor,  the  fifth,  and  eighth  or  octave,  of  any  base 
note  played  in  connection. 

It  is  usual  to  write  the  base  note  in  the  base  clef;  and,  as  the 
distances  of  th^  treble  notes  are  always  counted  from  the  base  note, 
the  figure  1   is  left  out,  as  the  base  note  is  understood  to  be  1. 


illnjor  Common  Chord 
written  in  both  clefs. 


No.  1. 


No.  '2. 


minor  Common  Chord 
-written  in  both  clef*. 

No.  3.  No.  4. 


pi 


s* 


All  intervals  are  counted  from  the  lowest  note  upward.  In 
counting,  it  is  the  number  of  letters  that  are  to  be  considered ;  thus, 
from  C,  in  the  base,  to  E,  in  the  treble,  is  a  third ;  consequently, 
the  figure  of  3  is  placed  before  the  E.  From  C,  in  the  base,  to  G, 
in  the  treble,  is  a  fifth;  so  the  figure  5  is  placed  before  the  Gr. 
From  C,  in  the  base,  to  C,  in  the  treble,  is  an  eighth,  or  octave ; 
consequently,  the  8  is  placed  before  the  C* 

In  the  preceding  examples,  the  eighth,  or  octave,  is  placed  in  the 
highest  part;  but,  as  the  third,  or  the  fifth,  may  be  taken  from 
below,  and  placed  an  octave  higher,  it  follows,  that  the  common 
chord  admits  of  three  positions  :  namely,  the  octave  position,  the 
eighth  being  the  upper  note;  the  third  position,  the  third  being 
above ;  and  the  fifth  position,  with  the  fifth  above ;  thus : 

Octnre  Position.     Third  Position.    Fifth.  Position. 


^^a 


P^P^S 


Observe  that  each  chord  is  written  in  C  major  and  C  minor. 


♦The  student  should  count  the  chords  No.  2,  No.  3,  and  No.  4,  in  the  same  way, 
•nd  afterward  transpose  them  into  the  various  keys. 


A  portion  of  the  harmony  is  sometimes  placed  in  the  base  clef; 
but  the  changes  or  duplications  of  the  middle  notes  do  not,  in  any 
way,  change  the  nature  of  the  chords. 

The  following  example,  showing  the  Octave  position,  Third  position, 
and  the  Fifth  position,  is  given  first  in  the  major,  and  then  in  th 
minor. 

EXAMPLE. 

Octave  Position.    Third  Position.    Fifth  Position. 


1:^:2: 
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<3 

The  full  figuring  of  the  common  chord  is  g  but  the  figures  8,  s,  oi 
3»  is  all  that  is  usually  necessary.  * 

Sometimes  the  absence  of  any  figure  denotes  the  common  chord, 
as  will  be  seen  hereafter. 


CHAPTER  IV. 


INVERSION  OF  CHORDS. 

We  have  seen,  in  the  preceding  examples,  that  the  treble  notes 
only,  have  changed  their  places,  the  base  having  remained  stationary. 
The  common  chord,  having  three  notes  in  the  treble,  can  have  as 
many  positions ;  in  the  same  manner,  by  changing  the  base  notes, 
it  can  have  as  many  alterations. 

These  alterations  of  the  base  notes  are  called  Inversions,  and  are 
derivatives  from  the  common  chord. 

The  inversion  of  a  chord  takes  place  when  the  actual  base,  instead 
of  the  root,  takes  one  of  the  other  notes  of  which  the  chord  consists. 

EXAMPLE. 


Perfect  common  chord.  Chord  of  th»  sixth.  Chord  of  the  »fxth  and  funrth. 


1 


Ji=PJ 


The  root,  or  prime,  of  each  of  the  preceding  chords,  is  C. 
The  root  of  a  base  note,  marked  with  a  6,  is  a  third  below. 
The  root  of  a  base  note,  marked  with  a  *,  is  a  fifth  below. 


.7) 
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Perfect  cummnn  chord, 


Second  inversion. 


§t 


l^m 
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Actual  Base. 


^ 
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l^^i 


Root. 


Ituot. 


1 


Root. 


Tlie  student  will  remember,  that  all  intervals  are  to  be  counted 
from  the  actual  base  ;  henoe,  in  counting  the  intervals  of  the  chord 
of  the  sixth,  it  must  be  done  as  follows:  From  the  actual  base  (E) 
to  C  in  the  treble,  is  a  sixth ;  hence  the  6  is  placed  before  C.  From 
the  actual  base  (E)  to  G  in  the  treble,  is  a  third;  hence  the  3  is 
placed  before  G.  From  the  actual  base  (  E  )  to  C  in  the  treble,  is  a 
sixth  :  hence  the  6  is  placed  before  C,  the  root  of  the  chord  of  the 
sixth  being  on  C. 

In  counting  the  intervals  of  the  chord  of  the  sixth  and  fourth,  it 
will  be  seen,  that  from  the  actual  base  note  (  G )  to  E  in  the  treble,  is 
a  sixth,  to  G  is  an  eighth,  and  to  C  a  fourth ;  hence  the  figuring. 
The  root  of  the  chord  of  the  sixth  and  fourth  being  still  on  C. 

The   full  figuring   of  the  chord   of  the  sixth  is  c ;  but  when  the 

jhord  is  major,  the  eighth  is  left  out,  and  some  other  interval  doubled 
instead. 


3j£. 


EXAMPLE. 


instead  of 


When  the  chord  of  the  sixth  is  minor,  the  eighth  may  be  doubled, 
>r  the  sixth  may  be  doubled. 


EXAMPLE. 


The  chord  of  the  sixth,  (so  called,  because  its  principal  interval  is 
the  sixth,)  has  also  its  three  positions  for  the  right  hand,  like  the 
common  chord. 

EXAMPLE. 

Sixth  Position.    Oct  arc  Position.   Third  Position. 


0-&- 


Bi£ 
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In  like  manner,  the  chord  of  the  sixth  and  fourth  has  its  three 
positions  for  the  right  hand. 

EXAMPLE. 

Fourth  Position.     Sixth  Position.     Octave  Position. 

-S-ffl 


mm 
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CHAPTER  V. 


CONSECUTIVE  OCTAVES,  AND  FIFTHS. 

In  writing  or  playing  chords,  the  progressions  to  be  avoided  are, 
Consecutive  Octaves  and  Consecutive  Fifths.  It  is  not  allowable  for 
the  base  to  move  in  octaves  with  the  other  parts,  when  the  chords 
are  filled  up ;  nor  can  one  perfect  fifth  move  consecutively  with 
another  perfect  fifth. 


EXAMPLE. 

Consecutive  Octares  in  the 
Treble  and  Base. 


Consccntire  Perfect 
Fifths. 


i i i i i  --    ■       j       r 


Not  good. 


Not  good. 


^g^g^g^rp^Jf 


Consecutive  octaves  are  allowed  when  the  various  parts  move  in 
Unison  with  the  Melody. 


EXAMPLE. 


^m^fe^M 
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In  the  above  example,  the  octaves  run  consecutively  during  the 
first  two  bars.  In  the  last  two  bars  the  common  chord  of  G,  and 
the  chord  of  the  sixth  and   fourth  (having  C  for  the  root),  alternate- 
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The   following    example   contains    both   consecutive   octaves   and 
consecutive  fifths. 


-o tc 


§fc 
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The  melody  moves  from  B  to  C.  The  second  part  from  G  to  A, 
being  consecutive  octaves  to  the  base,  which  also  moves  from  G  to  A. 
The  third  part  moves  from  D  to  E.  These  last  are  consecutive  fifths 
with  the  base. 

The  faults  may  be  avoided  in  the  following  manner: 


~&~ 
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i 
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The  student  will  perceive  that  the  G,  in  the  preceding  example, 
does  not  rise,  as  before,  to  A,  but  falls  to  E ;  and  the  D,  instead  of 
rising  to  E,  falls  to  C. 

Consecutive  octaves  and  fifths  are  most  likely  to  occur  when  the 
base  moves  up  or  down  one  degree.  The  surest  way  of  avoiding 
them  is,  to  move  the  base  in  one  direction  and  the  melody  in  another, 
unless  a  sufiicient  reason  should  prevent. 

An  imperfect  fifth  may  follow  a  perfect  fifth  in  a  descending 
movement.  In  an  ascending  movement  the  imperfect  fifth  must  not 
precede  a  perfect  fifth. 


EXAMPLE. 


Allowed. 


Not  Allowed. 
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CHAPTER  VI. 


THE  CHORD  OF  THE  MINOR  SEVENTH  AND  ITS 
INVERSIONS. 

The  chord  of  the  minor  seventh  is  called  the  Fundamental  Discord. 
It  is  formed  by  adding  to  the  common  chord  the  interval  of  a 
seventh ;  and,  as  it  consists  of  four  notes,  so  it  has  four  positions  or 
changes  in  the  right  hand. 


EXAMPLE. 

The  chord  of  the  Minor  Seventh  and  its  four  positions. 
1st  Position.      2d  Position.     3d  Position.       tth  Position. 


sstii 
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In  all  these  positions  the  chord  remains  the  chord  of  the  minor 
seventh. 

Three  new  chords  are  derived  from  the  minor  seventh :  by  moving 
up  the  base  a  third  from  the  root,  we  have  the  chord  of  the  sixth  and 
fifth.  When  the  base  is  moved  up  a  fifth  from  the  root,  we  have  the 
chord  of  the  sixth,  fourth  and  third.  When  the  base  is  moved  up  a 
seventh  from  the  root,  we  have  the  chord  of  the  sixth,  fourth  and 
second. 

EXAMPLE. 

<  hoid  ol  tne  Seyenth.  1st  Inrersion.  2d  Inrersion.  3d  Inrcnion. 
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, a 


^m^m^mm 


Remember,  that  in  the  first  inversion  of  the  chord  of  the  seventh 
(?),  the  figuring  is  counted  from  the  base  note  ( E  ) : — thus,  from  E  in 
the  base,  to  the  lowest  treble  note  (E),  is  an  octave ;  hence  the  figure 
8  beside  it.  From  the  base  note  to  the  next  treble  note  (G),  is  a 
third  ;  hence  the  figure  3  beside  it.  From  the  base  note  to  the  next 
treble  note  (B  t>),  is  a  fifth ;  hence  the  figure  s.  To  the  next  note 
is  a  sixth ;  hence  the  figure  of  6. 

The  student  will  observe,  that  in  each  inversion  of  the  chord  of  the 
seventh,  in  the  above  example,  the  root  or  fundamental  base  is  C. 

8  / 

The  full  figuring  of  the  chord  of  the  seventh  is  \ ;  but  the/y  alone 

3 

is  generally  used,  except  when  other  figures  are  needed,  for  the  same 
reason  as  for  the  figures  of  the  common  chord. 

Each  inversion  of  the  chord  of  the  minor  seventh  has  its  different 
positions.     Thus,  the  chord  of  the  sixth  and  fifth,  has  three  positions. 


EXAMPLE. 

1st  Position.       2d  Position.     3d  Position. 
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The  chord  of  the  sixth,  fourth,  and  third,  has  three  positions. 


EXAMPLE. 

I  -:  f  >«ii  ion.       '2d  Position.      3d  Position. 
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The  chord  of  the  second,  has  three  positions. 

r 

EXAMPLE. 

1st  Position.      3d  Position.     3d  Position. 
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The  minor  seventh  is  called  the  dominant  seventh,  when  it  occurs 
on  the  fifth  degree  of  the  scale,  therefore,  in  the  key  of  C,  it  falls  on 
G.  The  natural  resolution  of  this  chord,  and  its  derivative,  the  chord 
of  second  excepted,  is  the  perfect  common  chord  major  or  minor. 

EXAMPLE. 
Dominant  Sevenths  with  major  resolutions. 


4  2  6 
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Dominant  Sevenths  with  minor  resolutions. 
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It  is  important,  that  the  student  should  remember,  in  the  figuring 
of  chords,  the  Unison  is  expressed  by  placing  the  figure  1  over 
the  actual  Base  note ;  a  second  is  expressed  by  2 ;  the  third  by  3 ; 
the  fourth  by  4  ;  the  fifth  by  5  ;  the  sixth  by  6  ;  the  seventh  by  7  ; 
the  octave  by  8 ;  the  ninth  by  9,  and  the  tenth  by  10. 

In  like  manner  a  §,  \>,  or  jj  placed  before  one  of  the  figures  will 
raise  or  depress  the  interval  accordingly ;  thus,  #3,  {?  7,  fa  6.  When 
a  Jf,  7,  or  JJ  stands  over  a  Base  without  any  figure  attached,  it  always 
applies  to  the  third. 


When  a  figure  3,  or  5,  or  8  is  placed  over  a  Base  note,  the  common 
chord  is  meant.  Should  there  be  no  figures  over  a  Base  note,  the 
common  chord  is  implied. 

EXAMPLE. 


CHAPTER  VII. 


THE  CHORD  OF  THE  DIMINISHED  SEVENTH. 

The  chord  of  the  diminished  seventh  is  formed  by  raising  the  root 
of  any  dominant  seventh,  a  chromatic  semitone ;  thus : 


i^im 
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or         7 
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From  the  Diminished  Seventh,  three  other  chords  are  derived,  viz: 

j}«,Jf|,and^|. 


EXAMPLE. 


7  U  6  ft  *  it  2 

TT  5  ft  3  fl  , 


a.    e. 
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It  will  be  seen  that  the  chord  of  the  Diminished  Seventh,  bears  an 
imperfect  fifth  (G  jj,  to  D);  therefore,  as  every  minor  seventh  must  bear 
a  perfect  fifth,  the  real  root  is  to  be  found  a  major  third  lower  than 
GJI-  Again,  the  figures  to  the  above  chords  denote  that  they  are 
derived  from  G  jt  with  the  seventh ;  but  as  the  root  is  E,  with  the 
sharp  third,  5th,  7th,  and  9th,  it  must  be  counted  as  follows : 


Root. 
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It  should  be  remarked  that  the  leading  note  (major  seventh)  of 
every  scale,  bears  an  imperfect  fifth ;  thus,  in  the  scale  of  C,  the  lead- 
ing note  is  B,  and  the  fifth  from  B  is  F,  which  is  an  imperfect  fifth ; 
therefore,  when  the  figure  G  is  placed  over  the  second  of  the  scale, 
the  Boot  is  not  B,  for  when  a  Base  note,  supposed  to  be  a  Root, 
bearing  a  common  chord,  is  found  to  have  an  imperfect  fifth,  the  real 
Root  is  a  major  third  below,  bearing  a  seventh. 
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Actual  Base. 
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Root. 


From  thj  above  example  it  will  be  seen,  that  the  chord  of  the  sixth, 
when  employed  on  the  second  of  the  scale,  must  be  treated  as  if 


figured  s. 


CHAPTER  VIII. 


THE  CHORD  OF  THE  EXTREME  SHARP  SIXTH.* 

The  chord  of  the  Extreme  sharp  sixth  is  produced  by  taking  the  4 
and  lowering  the  Base,  by  license,  a  chromatic  semitone. 
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The  Base  note  must  be  considered  as  lowered  by  license,  and  should 

be  treated  as  3  with  G  as  the  Root. 
*s 

In  the  above  example,  the  signature  makes  it  unnecessary  to  use 

the  sharp  before  the  six.     From  D  to  B,  is  called  a  major,  or  sharp 

sixth.     From  D  /  to  B,  is  called   a  superfluous,  or  extreme  sharp 

sixth.     See  table  of  Intervals. 

In  the  resolution  of  the  extreme  sharp  sixth  (figured  tie)  the  Base 
note  must  descend  a  Diatonic  semitone,  and  it  usually  terminates  into 
a  major  chord,  thus  : 


*  The  term  superfluous  sixth  is  used  by  some  authors  instead  of  extreme  sharp  sixth. 
The  sharp  sixth  is  also  culled  the  major  sixth. 


When  the  extreme  sharp  sixth  is  on  a  note  that  is  not  made  sharp 
by  the  signature,  the  it  must  be  placed  before  the  six,  in  order  that 
the  performer  may  decide  whether  the  chord  of  the  sharp  sixth,  or  tb» 
extreme  sharp  sixth  is  intended,  thus : 
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CHAPTER    IX. 


CADENCES. 

A  Cadence  or  Close,  is  a  series  of  chords  intended  to  show  the 
termination  of  a  strain,  or  portion  of  a  strain  of  music. 

Cadences  can  be  made  in  various  forms,  both  in  the  major  and 
minor  keys,  yet  they  are  divided  into  four  general  kinds,  each  having 
a  distinctive  character  of  its  own. 

The  first  kind  is  called  the  perfect,  or  common  cadence,  and  includes 
the  plagal,  and  the  authentic  cadence. 

The  second  kind  is  called  the  imperfect,  or  half  cadence. 

The  third  kind  is  called  the  interrupted  cadence. 

The  fourth  kind  is  called  the  deceptive  cadence. 

As  it  is  important  that  the  various  cadences  should  be  well  under- 
stood and  committed  to  memory,  a  description  of  each  kind  is  given 
in  the  order  above  named. 


THE  PERFECT,  OR  COMMON  CADENCE. 

First.  A  perfect  or  common  cadence,  in  its  most  simple  form,  is 
made  with  the  harmony  of  the  Tonic,  and  Subdominant,  or  the  har- 
mony of  the  Tonic,  and  Dominant. 

When  the  Tonic  harmony  is  preceded  by  the  Subdominant,  it  is 
termed  a  plagal  cadence. 

When  the  Tonic  harmony  is  preceded  by  the  Dominant,  it  is 
termed  an  authentic  cadence. 

When  to  the  harmony  of  the  Tonic,  the  Subdominant  and  the  Dom- 
inant is  used,  it  is  called  a  perfect,  or  common  cadence. 


Plagal Cadence. 


minor. 


Tonic.    Subdom.  Tonic. 


Tonic.    Subtlom.     Tonic. 
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Authentic  Cadence. 
"»Injor.  Minor. 


The  following  is  a  common  cadence  in  its  most  simple  form,  with 
the  chords  of  the  Subdominant  and  Dominant  before  the  Tonic  har- 
mony at  the  close. 


EXAMPLE. 


Major. 


Minor. 
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As  the  progression  from  the  Subdominant  to  the  Dominant  is  harsh, 
the  chord  of  the  sixth  and  fourth  is  frequently  introduced. 


EXAMPLE. 


Major. 


Minor. 
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It  will  be  seen,  from  the  above  examples,  that  in  forming  Minor 
Cadences,  the  Dominant  is  a  Major  chord,  the  third  being  in  all  cases 
raised  by  an  accidental.  The  Subdominant  and  Tonic  are  Minor 
chords. 

Sometimes  the  chord  of  the  sixth  (called  the  substituted  sixth)  is 
used  instead  of  the  Subdominant,  and  the  Dominant  seventh  is  also 
used  before  the  Tonic,  at  the  close. 

EXAMPLE. 

Perfect,  or  Common  Cadence. 


Major. 


Minor. 


There  are  many  other  modes  of  varying  the  chords  of  the  common 
cadence,  yet  to  finish  any  passage  completely  and  satisfactorily,  the 
basis  should  always  be  formed  on  the  Subdominant,  Dominant  and 
Tonic. 


THE  IMPERFECT,  OR  HALF  CADENCE. 

Second.  When  a  passage  ends  with  the  harmony  of  the  Dominant 
and  is  preceded  by  the  harmony  of  the  Tonic,  it  is  termed  a  Half 
Cadence  or  an  Imperfect  Cadence,  as  it  leaves  the  mind  under  tho 
impression  that  something  else  is  to  follow. 


EXAMPLE 


Major. 


Minor 
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The  Imperfect  Cadence  is  sometimes  varied  in  other  ways ;  the  fol- 
lowing will  serve  as  an 

EXAMPLE. 

Major.  Minor. 
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THE  INTERRUPTED  CADENCE. 
Third.    The  Interrupted  Cadence  is  made  with  the  same  introduc- 
tory chords  as  the  perfect  cadence,  only,  instead  of  closing  with  the 
Tonic  harmony,  some  other  chord  is  made,  which  the  ear  had  not  been 
led  to  expect,  although  to  a  certain  degree  had  been  prepared  for. 


EXAMPLE. 


Major. 


Minor. 
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THE  DECEPTIVE  CADENCE. 
Fourth.  The  Deceptive  Cadence  differs  from  the  Interrupted 
Cadence  in  the  final  chords  only.  Instead  of  closing  in  a  key  dis- 
tantly related  to  the  Tonic,  the  ear  is  taken  by  surprise,  as  it  were, 
by  the  passage  terminating  with  a  chord  remote  from,  and  foreign  to, 
the  Tonic  harmony. 

EXAMPLE. 

Major.  Minor. 
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